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Endless ETUDE Surprises. 
Do you remember the time when you 
first planted some flower seeds and then 
waited patiently until the little green 
leaves poked their way through the 
earth? Each day was a day of surprise. 
The plants became your children. Every 
‘ ' s hailed with ( T?-~u 
tral thoJJL , __ 
We have been studying 
years. In addition to tl 
our staff are gifted ir_ 
difficulties and enlisting the 
cialists who will help you 
The Etude closely and you will fin< 
every page there are ideas that 
to put a growing force in all the 1 
you are endeavoring to do. Many of 
ideas provoke the exclamation 
didn’t I think of that before.” . 
A great Many minds are called to 
help you through The Etude and you 
will find it is better to take advantage of 
the thoughts of many rather than de¬ 
pending upon your own. Every issue will 
contain some “Why didn t I think of 
that before” article. 
Salon Music. 
Described by a Foremost Authority 
One of the most successful of all writ¬ 
ers of Salon music is the celebrated 
French composer, Theodore Lack. If you 
haven’t played his Idillio in A flat you 
have missed one of the most graceful of 
all piano pieces of the Salon type. He 
has prepared a fine article upon this 
subject that will appeal to all who look 
for charm in piano playing. It will ap¬ 
pear in The Etude shortly. 
Help from England’s Most 
Fam 
The past season has seen one of the 
"ul tours Miss Ka*k=>’-<ne most successful 
Good 
|7He 
» MONTM.V JOURNAL^FOR^THE^MIJSICIXN^ THE „„s,C STUDENT. 
Editor, James Francis Cooke 
__i, Philippine., .  -—- 
ling.; in Franc $2.22 per year. 
Without Enthusiasm nothing genuine is accom- 
plished in art.—Robert Schumann. 
CONTENTS—JUNE, 1914 
res i i iu is . 
n jlas eV£f made in America. 
loud te'temfij* 
/ou'have difficulty with a slovenly 
rime, if you are troubled with timidity 
any of the many faults which beset 
the way of the pianist, it will be fortunate 
for you if vou can have Miss Goodson s 
view of these questions, you will surely 
be helped. 
Special June Offer. 
cents additional, any ONE of the follow¬ 
ing albums of music. Each album con¬ 
tains a large number of new and attrac¬ 
tive compositions. They are sheet music 
size, clearly lithographed on fine quality 
paper and strongly bound. Retail price 50 
cents. Order by number. 
1216—Popular Home Collection-45 at¬ 
tractive but not difficult piano pieces. 
1214—Standard Vocalist—50 songs, in¬ 
cluding studio and rec’tn' suitable 
for medium voice. 
151—Piano Players’ 
pieces of various styles—tap. 
without words, reveries, and similar 
characteristic numbers. 
1221—Standard Organist^3 effective but 
not difficult pieces for pipe organ. An 
ideal collection. 
1218—Selected Classics for Violin and 
Piano—An incomparable collection of 
19 standard compositions. 
1225—Operatic Four Hand Album—22 
Pianoforte Duets, including selections 
from Carmen, Cavalleria Rusticana, 
Faust, Trovatore, Lucia di Lammer- 
Let THE ETUDE Assist You in 
Getting Up a Summer Out- 
of-Doors Recital. 
The Pageant spirit has been unusually 
active not only in America but in all 
narts of the world during, the last ten 
vears Whether it is a great historical 
spectacle like- the Durbar at Delhi with 
living rulers as the actors or whether it 
is -the simple but artistic storv of the 
history of musical America told as it 
is done every summer at the home ot 
Edward MacDowell in the New Hamp¬ 
shire mountains, ^ these ^gccat °P™d 
describe. t 
Perhaps you can not have apagearu 
iu your home town, but you need not let 
the days of flowers and green foliage 
go by without taking advantage of them. 
We have foreseen your needs and have 
outlined a possible out-door recital with 
a setting devised by a practiced drama¬ 
tist and a program arranged by exper- 
leiFffstTfSaifnsuch a recital should not 
be expensive. Second it should be so 
practical that any teacher could arrange 
the setting without calling in an architect, 
ordinary recital. 
A little initiative upon the teachers 
part is always remembered by pupils and 
their parents. Club leaders are put to 
their wits ends to devise new ideas and 
plans to promote their work. This article 
will prove a real help to thousands. 
Our 300,000 Introductory Offer. 
SSIClSi 
Etude rate ever made). This is purely 
an introductory offer based upon our 
knowledge that The Etude will be so 
good during the next six months that 
every new friend you send; to us through 
this offer will become a permanent sub¬ 
scriber. Every Etude subscribers should 
read particulars of this offer on page 366. 
Subscriptions Taken To-day Mean 
Wider Musical Interest in the Fall. 
One of The Etude workers has sent us 
as many as one Etude subscription for 
teacher should remember that every sub¬ 
scription sent in makes his position more 
secure and more delightful. An Etude 
subscription in a musical family now, 
means that the chances of securing more 
pupils from the circle of that family in 
the Fall will be far greater. Nothing 
could be more obviously to your interests 
than this. Moreover, active workers for 
The Etude are rewarded by liberal pre- 
Premium Catalog. 
rs who have not received a 
copy of the new “Complete Premium Cat¬ 
alog” of The Etude should send a postal 
request at once for one. In this catalog 
are listed a thousand useful and valuable 
articles which are given to subscribers 
who send one or more additional subscrip¬ 
tions. It is profusely illustrated. 




bbing Department offers 
is of purchasing maga- 
particularly low prices, 
age of our special clubs, 
ir's subscription to The 
Etude can be considerably reduced. Selec¬ 
tion of magazines may be made from 
“The Etude Magazine Guide,” a 32-page 
booklet, containing thousands ofL- special, 
carefully selected, low-priced magazine 
Limbinations. 
t of a \ 
402 THE ETUDE 
Elementary Piano Technics, 
Op. 19 
By Dr. J. M. BLOSE 
Price, 60 cents 
A simple elementary work of technic, one 
Instruction'," M 
th7ke^ Th?esSes’ raecdeivaerPr?e°rSy ‘“com! 
prehens ire treatment. The little work is 
thoroughly practical, giving the teacher a 
new choice of technical material. 
A. B. C. of Piano Music 
By Mrs. H. B. HUDSON 
Price, 50 cents 
A little book, which is intended to pre¬ 
cede any piano method. It is based on the 
principle of familiarising the pupil with 
Yl® Piaao ke.''s before taking up notation. 
4J];er Jne ?au,d ba? been s|iaped and placed 
upon the keyboard, the young student be- §mf Playing at once, .playing from large 
capital letters Instead of from notes. It is 
nipil is able to for 
,vs. The pages are all 
exercises have appro- 
The Eclectic Course of Graded 
Studies in Piamo Playing 
By J. M. BLOSE 
Price, $1.00 
ctlcal course, which can 
i 108 differe: 
■» taken 
up alter the instruction hook is finished 
or with pupils who have some little knowl’ 
edge of the rudiments. The exercises at the 
beginning of tile work are extremely sim¬ 
ple. It would act as a supplementary 
work to any graded course. It contains 0(1 pages, and in all mo *;<*-- 
exercises. 
Two Part Songs 
FOR WOMEN’S VOICES 
Price, 50 Cents 
A collection of bright, melodious ar 
singable numbers for women's voice 
adapted for use in schools, seminaries, f( 
nigh school choruses and for women 
clubs. The very best possible material hr been drawn nnnn in 
unexcelled. The best s 
temporary writers are rej 
book of convenient size ii 
The Vocal Instructor 
By EDMUND J. MYER 
Price, $1.00 
A practical, common-sense system based 
upon nature's laws or demands, for the 
study and development of the singing 
voice. This hook is horn of the author's 
studio experience.1”ft‘aims to^iviTto^the 
vocal urofpssion Hi.   .. : 
object is to develop 
and vocally. The he 
perienced singer, and 
singer physically 
busy teacher will 
highest vaiue i^thisbook.0'For* the "young 
teacher just starting out or for selfdn- 
struction. it will prove indispensable. Co¬ 
piously illustrated. Handsomely printed 
and substantially bound in flexible cloth. 
Two-Part Hymns in Honor of 
the Blessed Virgin Mary 
By N. MONTANI 
Price, 25 cents 
Original hymns in the vernacular, to be ised e 
. 'I iuai II may oe SUOg 
in two parts with a simple and appropriate 
organ accompaniment. The texts of the 
hymns are taken from the most approved 
sources, many of the great writers of 
hymnology being represented. The music is by Signor N. Monfnni nn nTo-anlcf- anB 
reputation. has achieved an enviable 
The Standard Organist 
43 PIECES FOR THE PIPE ORGAN 
Price, 50 cents 
One of the best collections ever published. 
The pieces are all good and interesting, of 
intermediate grade and moderate length 
written in all styles and suited to all pur¬ 
poses. Both original organ pieces and 
transcriptions are included in goodly pro¬ 
portion. The book is handsomely printed 
from special large plates. 
Operati :ic Four-Hand 
Album 
FOR THE PIANOFORTE 
Price, 50 Cents 
Operatic transcriptions, for four hands are 
h? aJIy ettectiv®v. siDce >t is usually Lnnpr t0 arran*e them in the orchestral 
anner. Our new volume is modeled upon 
ir two recent collections which have proven 
1 successful, namely, “Standard Opera Al- 
lm’ f v-Prno so,°' and “Operatic Spier- 
it possible n r, all of mediun 
New Rhymes and Tunes 
for Little Pianists 
By H. L. CRAMM 
Op. 20 
Price, 75 Cents 
s for elementary 
ning the staff i 
icrompanying them'which may be 
;^r,lusir throughout is pleising 
ropriate and at the same time the 
really helpful and instructive. 
Study Pieces in Octaves 
FOR THE PIANOFORTE 
By A. SARTORIO. Op. 1021 
oAiSBa£SS^st? dvanced grades. There ai 
eight studies in all, each one workinir n 
some particular poiu Mr. Kartorio’s wo 
in Studies nft0flrnSti“^ ai}d melodious, b in studies of all kinds i<= a* — 
The Standard Vocalist 
50 Fine Songs for 50 Cents 
A large and comprehensive collection of 
songs, both sacred and secular, suited to 
voices of average compass. This is a 
book to which the busy singer can turn 
ut any time and find therein a song adapted 
for almost every possible demand. The 
songs are chiefly by modern and contem¬ 
porary writers. They are chiefly of inter¬ 
mediate grade, and well suited for teaching 
purposes. 
Gallery of Distinguished 
Musicians 
Compiled by A. S. GARBETT 
Price, 75 cents. Full Leather, gilt, $1.50 
A collection of brief portrait-biographies 
made from the series which has been run 
ning.through The Etude. This is the third 
collection thus published in book form, the 
other two being known as “The Gallery of 
Musical Celebrities," and “The Gallery of 
Eminent Musicians." Though the biographi¬ 
cal sketches are brief, thev are as authori¬ 
tative as care can make them, both as 
regards the classic composers and the most 
modern. The portraits In sepia are ex 
®aI.IePt' and have in some instances been 
obtained from rare sources. 
Great Pianists on Piano 
Playing 
By JAMES FRANCIS COOKE 
Price, $1.50 
A score of the foremost keyboard masters 
day ;aTe ,E‘veI> their most valuable ideas upon how to get the best results in 
P ano study. Accompanying each chapter is 
a fine portrait, a concise biography and test 
questions in Stylo, Interpretation, Expres- 
sj°P. aQd Technic, handsomely bound in 
. AnJ Piano lover will be'delighted to 
fof„nniS ni°k: )hree blmdr0<l pages of in- 
valuable ideas from world-famous musical 
Chammade Album 
FOR THE PIANOFORTE 
Price, 75 Cents 
A collection of the most popular pieces 
Inoludl <:t' ebrjJted French woman composer, 
i’i CaUlr>toe, The Flatterer, ^Pierette, htatf Dance, Serenade and others all 
newly edited and revised, together with a 
biographical sketch of the composer and 
Mine. Chaminnde's own direction's for’plav- 
\lhnmOIuf ,ef pief'es- . A Cbamlnadte 
-\ioum is in itself a superior collection of 
the very best class r»f rfi'nntimr.roo™_ 
Concentrated Technic 
FOR THE PIANOFORTE 
By AL^S F. LEJEAL 
Price, $1.00 
stmlentes'bto'ahe used 
« .?.ai,y Practice, to 
and wrist insuring perfect evenness 
condensed logical form. y erea in 
FOR SALE AT LOW ADVANCE PRICES IN PRESS 
HThosA Tappe?F ™B MUSIC TEACHER. 
MUSICAL PLAYING CARDS. 
TEN FIVE-NOTE RECREATIONS. Mrs. C VV. Krogmann. 
Vhand!ASIEST pieces for four 
FIforte.ARLOR ALBIJM for PIANO- 
NEW ALBUM FOR VIOLIN AND PIANO. 
THE ROSE MAIDEN (Cantata), Cowen. 
WAGNER-USZT ALBUM FOR THE PI 
ANOFORTE. 1 *' 
SEND FOR BULLETIN 
CHOWN-B POLONAISES FOR THE PI 
ANOFORTE. 11 
NEW REED ORGAN VOLUME. 
NEW ANTHEM COLLECTION. 
L’AGILTTE, Op. 20. Le Couppey. 
_i: n- w* - s~ —■ -—.... - thu 
THEQ. PRESSER CO., Philadelphia, Pa. 
Please mention THE EIUM when addressing out advertisers""" 
Greatest Educational Work of Age 
Mathews Standard 
Graded Course of 
Studies™ Pianoforte 
Compiled by W. S. B. MATHEWS I 
The Leading Musical Writer and 
Educator of ihe Present Time A COMPLETE course of standard I 
Etudes and Studies arranged I 
in a progressive order, selected I 
from the best composers for the cul- I 
tivation of technic, taste and sight I 
reading, carefully edited, fingered, I 
phrased, and annotated and supple- I 
mented with complete directions for I 
the application of Mason’s “System I 
of Touch and Technic” for the pro- I 
duction of a modern style of playing. I 
Thirty years ago Music Teachingin I 
America was for the most part con- I 
ducted in the most slip-shod and ex- I 
travagant manner imaginable. The I 
teachers were not to blame for the I 
enormous expense of purchasing in- I 
dividual studies and pieces of music I 
for educational purposes, nor were I 
they to blame if they did not have the I 
experience to select the best studies | 
for the right time. The Graded Course I 
mea is an original creation of the I 
Presser House. The Standard Graded I 
Course has succeeded because it was I 
built along the lines which years of ex- I 
perience had shown to be necessary. I 
CHIEF ADVANTAGES | 
SYSTEM O'"" ‘he teacher and the pup, 1 the I 
bines the bes^Sems^'f'™com- I 
PROGRESS Th? grading of the studies 
to nook X like ,B"ok 1 
VARIETY The studies are taken from all ,he 
fto-^This is gre„tirrraere'CTriPc3r8SeUol 
trary method demanded.C°UrSe There 15 DO arbl' 
INTEREST p"i'ti(,beat;x;ii™t^i<ting and 
pupils, esp^cmUy when Pcunmare0dtwirh'?n»Dfm0 
one composer. g po"d<,ro'" lolume» by 
MAKE NO MISTAKE 
The Standard Graded Course should not be eon 
10 GRADES; 10 VOLUMES 
$1.00 EACH VOLUME 
STANDARD 
CONCERT ETUDES 
FOR ADVANCED STUDY 
Price, $1.00 Grades IX to XI 
lectedTo^eomeTt Tf in b°.ok f“™- eaoh 8- 
Lcl"riifiy°< 
1; for 
and «then^ in extend d i"1 arp<,«8io ‘»™ 
and other! n t"3 arPeggiwd chorda, 
“e" ,,n rhythmical puzzles, but all are of 
m by composers still 
nuation of Mathews' 
nd all other graded 
™EO- presser company 
1712 Chestnut St., Philadelphia, Pa. 
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THEODORE PRESSER CO., 1712-1714 Chestnut Street, Philadelphia, Penna. 
The Quickest Mail Order Music Supply House for 
Teachers, Schools and Conservatories of Music 
The best selected and one of the largest stocks of music. The most liberal “ON SALE” plan. Anything 
in our stock or published by us sent freely on inspection at our regular low 
Professional Rates. The best discounts and terms. 
THE MOST MODERN TEACHING PUBLICATIONS IN MUSIC 
FOUND IN THE STUDIOS OF EVERY PROGRESSIVE TEACHER 
PRIMER OF 
FACTS ABOUT MUSIC 
By M. G. EVANS Price, 50 Cents 
This little work is more than a primer; it is 
a compact musical encyclopaedia, the subject 
matter being presented not alphabetically but 
progressively, beginning with the rudiments of 
music and ending with a tabulated summary 
of Musical History, each subject being ex¬ 
plained through the medium of a series of prac¬ 
tical questions and answers covering the 
Elements of Music, Notation, Time, Scales, 
Intervals, Chords, etc. 
QUESTIONS AND ANSWERS ON ELEMENTS OF MUSIC 
STANDARD GRADED COURSE OF 
STUDIES FOR THE PIANOFORTE 
Compiled by W. S. B. MATHEWS 
10 Grades 10 Volumes $1.00 Each Volume 
A complete course of the best studies selected for every purpose. The 
Graded Course idea is original with the Presser house, but imitated more 
than any other system or work ever published. This Course is being im¬ 
proved constantly. It combines the best elements of all schools, the 
greatest variety from.the best composers. It is simple and practical; 
easy to teach, always interesting. We invite comparison. 
MORE THAN A MILLION COPIES SOLD 
BATCHELL0R MUSICAL 
KINDERGARTEN METHOD 
By D. BATCHELLOR and C. LANDON 
Price, $1.50 
A concise, practical manual, a logical exposi¬ 
tion of the art of teaching music to the young 
in a pleasing and attractive manner. 
This method useg Various devices to awaken 
and to hold the interest of the little child. The 
aim is to develop the subject in conformity with 
the natural bent of the child’s mind, largely in 
the spirit of ■plav: ‘ There are a number of rote 
songs ; also music for marching, drills, etc. 
ONLY COMPLETE MUSICAL KINDERGARTEN METHOD 
BEGINNER’S BOOK 
SCHOOL OF THE PIANOFORTE 
By THEODORE PRESSER Price, 75 cents 
_ A book for the veriest beginner planned along modern 
lines, proceeding logically, step by step, making everything 
plain to the youngest student. All the material is fresh and 
attractive and lull of interest. An extra large note is used. 
Special features are writing exercises, and questions and 
answers. 
LATEST AND BEST INSTRUCTION BOOK 
MASTERING THE 
SCALES AND ARPEGGIOS 
By JAMES FRANCIS COOKE PH«, $1.25 
. This work contains all the necessary prac¬ 
tice material fully written out, carefully 
graded and explained, also very extensive 
new and original material, making it the 
strongest, clearest work of its kind for the 
very young beginner, as well as the highly 
advanced student. It may be used with 
any student, at any age, with any method. 
A REAL NECESSITY FOR TRAINING SUCCESS 
TOUCH AND TECHNIC 
By DR. WM. MASON 
In Four Books Price of Each, $1.00 
PART I-The Two-Finger Exercises (School of Touch) 
PART n-TheScMeSgRbythmically Treated (School of Bril- 
pa£? SchooI>- 
An original system for the development of a complete 
technic, from the beginning to virtuosity; embodying all the 
ripened musical experiences of its distinguished author. 
GREATEST TECHNICAL WORK of MODERN TIMES 
A SYSTEM 
OF TEACHING HARMONY 
By HUGH A. CLARKE, Mus. Doc. 
of Unioersity of ‘Pennsylvania 
PRICE. - $1.25 
The standard textbook of musical theory. 
The object kept in view is how to enable the 
pupil to grasp, in the easiest, most interesting 
and comprehensible way, the mass of facts and 
rules which make up the art of harmony. For 
class or self-instruction. 
Key to Harmony, Price SO Cents 
CONCISE AND EASILY UNDERSTOOD 
SELECTED “CZERNY” STUDIES 
Revised, edited and fingered, with copious annotations 
, T. _ , By EMIL LIEBLING 
InAThfree r , , , Price> 90 Cents Bach 
rnrtf r h? addition to the technical literature of the pianoforte. In 
practically every volume of Czerny’s works will be found some gem. 
fkvlmik6 S seljCtlon abd editorial work a^e masterly. All the popular 
talTnj" and ess j-known are ^Presented, compiled in an at¬ 
tractive and convenient form for general use. These are the studies that 
contributed to the making of all the world’s great pianists 
THE INDISPENSABLE STUDIES 
BEGINNERS’ 
PIPE ORGAN BOOK 
By GEO. E. WHITING PRICE, $1.00 
This volume may be taken up after one year’s 
instruction on the pianoforte. The exercises 
progress by easy stages through the keys. 
Pedaling is treated in a clear and exhaustive 
manner. There are no dry exercises or studies. 
Genuine musicianship is developed from the 
very beginning and a foundation is laid for 
practical church playing. 
COMPLETE SCHOOLw TECHNIC 
FOR THE PIANOFORTE 
By ISIDOR PHILLIP price, $1.50 
The last word from the great living authority. M. Phillip 
is the leading professor of pianoforte playing in the Paris 
Conservatoire, and this work embodies the result of years 
of experience both as teacher and player. M. Phillip is ad¬ 
vanced in thought and methods, thoroughly abreast of the 
times. This work may be used in Daily Practice. 
COMPREHENSIVE, EXHAUSTIVE, PRACTICAL 
ROOT’S TECHNIC 
a and art of singing 
on Scientific Metho^^^By'pREDERIC W.^OOT 
I. Methodical^ Sight-Singing. Op. 21. 
iv' ch°irt S°ng Studies'” Three'"keys",‘each \so IV. Scales and Various Exercises for the 
V. Twelve Analytical Studies.’ Op’ 20 - 1.00 
,s 
Vi"’ KaXi“--0p's -’ I:S8 
THE MODERN PIANIST 
By MARIE PRENTNER - _ price( $1-50 
The author was a graduate of, and the ablest assistant for 
many years to Theo. Leschetizky. This edition issued with 
his unqualified endorsement. The Leschetizky system has 
made more great artists than any other: Paderewski, Essip- 
off, Hambourg, Gabrilowitsch, Bloomfield-Zeisler, Prentner 
ohvmski, Sieveking. It forms a complete, comprehensive 
and extremely practical treatise of piano technic. 
Fundamental Principles of THE LESCHETIZKY METHOD 
STANDARD HISTORY ofMUSIC 
By JAMES FRANCIS COOKE Price, $1.25 
A thoroughly practical textbook told in story 
CATAI CYCS any G*ass nmsical publications sent 
V/Jn. A free upon application. We have, and are 
THE VOCAL INSTRUCTOR 
By E. J. MYER pricC) $1 00 
form. So clear a child can understand every 
word—so absorbing that adults are charmed 
with it. All difficult words “self-pronounced.” 
ISO excellent illustrations, map of musical Eu¬ 
rope, 400 test questions, 250 pages. Strongly 
bound in maroon cloth, gilt stamped. Any 
teacher may use it without previous experience. 
PERMANENTLY ADOPTED BY FOREMOST TEACHERS 
ourgln^ra^ra'talog?8161” °f Dea'ing” ** '***&&T explained in all of 
Special suggestions and advice are freely given by private corres 
pondence by the best authorities on the subject P 
Designed to be the most direct and ’helpful 
work of its type and scope. Mr. E. J. Myer 
has embodied in his new work the experience of 
a lifetime. Practical exercises a feature of this 
work. It contains also numerous cuts made 
from photographs taken especially for this 
work. These illustrations make the work of 
the pupil much more simple and secure. 
T-VIC .JOIlCliea oraers receive exactly the 
part of the trade of every teacher and school 'HoIic^T^”8 att£nti°n' A11 or an>r , - _ . w _ . needed in the teacher’s work— 
TUPOnODC DDrUrT. . ."K Rolls, Musical Picture, and Post Cards, Blank Re^ATabfe^etc’ 
THEODORE PRESSER CO,Ss5aTgBPHILAI)EI.PHlAi pfNNa, 
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Conover 
Pianos are exceedingly beautiful 
llfllllllllllllllllllllllllliillllliiiiiminimiiiiiimiiiiiiiiiiiimi..... 
THEY HAVE CHARACTER 
THERE is a note of distinction 
about them that you cannot 
miss, for it is everywhere in 
evidence. Turn the piano around 
and examine its back. You cannot 
find an instrument built with greater 
solidity. Its doubly reinforced posts 
of clear, tough fibered timber, and 
the finished appearance of all these 
parts that are rarely seen, is your as¬ 
surance that the Conover Piano is built 
throughout with made to order care. 
°UR art catalog an° details 
uLd pi ano? r^cQUARTERLY payment plan USED PIANOS ACCEPTED IN PART PAYMENT 
The World’s Greatest Manufacturers of Pianos and Player-Pianos 
CHICAGO, ILLINOIS 
IN the purchase of a piano for your home, consider these 
facts: 
The Steinway Pianos made and sold represent an invest¬ 
ment by the public of $125,000,000 in more than 160,000 
instruments. 
STEINWAY 
Pianos exceeds that of the three next best known makes, 
and the money value of these Steinway Pianos is at least 
50 per cent greater. 
This shows the international appreciation of the Steinway, 
and it should convince you of its supreme merit as the 
Standard Piano of the World. 
STEINWAY & SONS 
Steinway Hall 
107-109 East 14th St., New York 
Subway Express Station at the Door 
Richard Wagner’s Susicadram1s 
Complete Arrangements for Piano 
Price $3.00 
leadingem^vnes yarer?etgfo; fetforte ^Zf Tb* the °r,8inaI ««» 
the least possible technical difficulty. The operas induded^reT ^ ^ °btamed with 
• Fliegende Hollander Tannhauser 
Goetterdammerung and PaiS 
bounT (las'beTn^ ronU$3 JIoTo*SJLOlT'^No^the ent^^ W“gner °Pera’ similarly 
m an edition that wii, grlce and $3’°° 
ssiifz riT°f10 our:r 
HAN?A muc" riAl  3 -V t RLAG AMERICAN REPRESENTATIVE 
Hamburg, Germany_G. A. LANZKE, 99 Nassau Street, New York 
Three Beautiful High-Grade Songs 
quite b^^^^S^SfaSpleSg'°n8S thdr rePerto!re! they 
Mdsic by Norean'f w9Ji?ST’p 
permanent * 
“A COURTSHIP IN SPRING” ’ ' ' 5°C 
Music by Cyril Montrose - PoembyNanine Langhorne Hutter 
0n^f i£t*. etaS _°f ‘ -P^rVhT has scored severai high.y 
nn'rs..'_" - 50c 
“SOMETIMES” M.. • U a, vA/mtiirats"
“ c by Norean A. Wayman_ - Word, by Catherine Young Clen 
Sent on approval, postpaid, for 23c each 
Tur mornti Lrrs«, ____ 
Profitable Vacation Courses 
with The Standard History of Music 
A FIRST HISTORY FOR STUDENTS AT ALL AGES 
By JAMES FRANCIS COOKE 
-_- PRICE, *1.25 
Eight Delightful Weeks of History Study 2? u thAn?"hd“ 
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Famous Pianists of Yesterday cT’eTchaikowsky. The Art Song. 
Violinists Composers ofvIiuaMeP Jn'ofZTp°' Gtea* 
s.h w„k. Sm-n" 
*,UMk  
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“Special Hi„ew 
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W«h.ve,.p^aU„?rr,Tricero5."“L\"d U" “ The Standard History of Mur!.. , 
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Please mention THE ETUDE when addressing our advertisers. 
THE ETUDE 
JUNE, 1914 VOL. XXXII. No. 6. 
%SUMMER PROGRESS OR SUMMER 
STAGNATION? m GETTING BREADTH. 
What do you suppose would happen if every business enter¬ 
prise hung up a notice 
Business Suspended from 
June 15th 
September i5th 
Imagine a great metropolis with blinds closed for a quarter of a 
year,—locomotives rusting in the round houses,—factories with 
cobweb-draped machinery,—printing presses silenced for months,— 
building operations at a standstill, libraries and banks with barred 
portals. The grim ruins of Thebes or Memphis could hardly be Ia more desolate than such a picture. 
Suspension of activity is another name for death. Yet many 
musicians and music students deliberately choose to suspend their 
work during some of the best months of the year. This is due in 
11 a large measure to the old custom of stopping education for several 
I months at a time. In the olden days schools were closed in summer 
IJ for many reasons. The foremost was that insufficient money was 
I appropriated to keep them open. Another was that in country dis- 
I tricts the grown boys were needed in the fields. Arising from this 
I came still another condition. The school terms were so short that 
a boy in the country found himself well on to manhood before his 
education was really fairly begun. 
But the old order changeth. Our universities are now con¬ 
ducting most successful summer schools. Conservatories, at one 
time shut for three or four months, now remain open for twelve 
| months. Vacation schools for children have brought both happi¬ 
ness and progress to thousands of youngsters who formerly spent 
their summers in indolence, ennui, malicious mischief or moral 
decay. 
Again, suspension of activity is death. If you want a summer 
of real delight you' can not get it by loafing. In music more than 
in any other art, uninterrupted progress is most desirable. The 
teacher who hopes to make next year a better year than the last, 
will find that every moment of the summer contains a golden oppor¬ 
tunity to make plans, get acquainted with new teaching works and 
most of all keep up the interest of pupils, who formerly deliber¬ 
ately planned to seek enjoyment in stagnation. Wise and fortunate 
is the teacher who can put out the sign 
Probably in no other country of the world is there such a 
widespread effort to secure breadth similar to that which so many 
Americans are now making through Chautauquas, Public School 
Lectures, University Extension Societies, Institutes, etc., etc. Cer¬ 
tainly no country possesses anything like the number of maga¬ 
zines—good, bad and indifferent, but all for the most part inform¬ 
ing, now being put out in all parts of the United States. If we 
are denied a systematic schooling in our youth we do not spend 
the rest of our lives deploring the fact, but do our best to im¬ 
prove ourselves through the wonderful means ever at hand. 
Musicians are often accused of being narrow. That is a 
charge which may often be brought with justice against any pro¬ 
fessional man who attempts to specialize. One of the narrowest 
men we have ever met was a very celebrated authority upon higher 
mathematics. He had virtually sold his intellect for mathematical 
proficiency. 
Travel and reading are perhaps the most popular means for 
getting breadth.” If one can not come in direct personal com¬ 
munication with the great men and women who are shaping the 
progress of our civilization one can at least see as much of the 
world in which they .live as’it is possible to see, and also keep in 
touch with the leaders of thought through magazines in which they 
are represented. Particularly valuable for the music student who 
wants to keep in rhythm with the big pulse of the times are such 
splendid reviews as Current Opinion, The Outlook, The Inde¬ 
pendent, The International, The Literary Digest, The Review of 
Reviews, Collier’s Weekly, The Atlantic Monthly, The Metro¬ 
politan Magazine, Travel, Harper’s Weekly and a host of excellent 
publications crowding every news stand. In fact, all of the better 
class general magazines are likely to contain splendid formative 
material. Even the highest priced of these really comprises as 
much printed matter from renowned authors and celebrated 
specialists as many a book costing several times as much. 
Beautifully printed, abundantly illustrated, finely edited and 
surprisingly cheap in cost, our best American magazines offer 
opportunities for “getting breadth” which always pay the sub¬ 
scriber more than he puts out for them 
COMMENCEMENT SEASON. 




Do we believe in vacations ? By all means. But we do. not believe 
in wasted vacations three or four months long. Get a vacation, 
a change, a rest every day of your life, or you will never know 
what a vacation is. 
Take a lesson from the trees and flowers, and make the com¬ 
ing summer your hour of greatest growth, richest development 
and highest joy. 
Roses and smilax, the warm June air, clouds of white crepe de 
chine, dotted Swiss, net and china silk, laughing sweetyoungthings, 
flustered Prexy, the pompous valedictorian, palpitating maiden 
aunts, and—Oh, don’t let us forget him—the solemn old gentleman 
with an imposing row of initials in the wake of his name, who savs 
for the fiftieth time in his life,—“My friends, this is not the com¬ 
pletion of your education,—it is only the beginning, the commence- 
ment. 
Only one who has journeyed to that apex of human achieve¬ 
ment, a .commencement, knows the real meaning of complete happi¬ 
ness and perfect self-satisfaction. Alexander, Napoleon, Nelson or 
Dewey surely never felt so triumphant after their victories as the 
young person who proudly goes forward to receive a diploma on 
commencement day. 
This is The Etude’s message to all those of its friends who 
feel their greatest joy at this commencement season. Agree with 
yourselves that you will celebrate the event by some new achieve¬ 
ment some rich accomplishment every year. Take our warmest 
heartiest wishe= for your life success. 
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making drill interesting. 
by GEORGE HENRY HOWARD. 
Although drill is notThe only duty of a teacher of 
his work’ Va ne.Vmbeless a ve,T important part of 
exam 1 ’ ^any teachers are very inspiring in their 
examp e and very efficient in leading their student! to 
good appreciation of music; and yet some of these 
earnest and devoted workers in musical edTcadon are 
Drill mCCT U, training and disciplining. 
tJrui may be (a) constructive and (b) remedial 
Constructive drill is that kind which LcZ: 
done ° fi'"te “nd eXpHcit idca °f a to be 
®eco’ld> g!ves all necessary details regarding the 
requisite manner of doing it. 
anjhird, names the conditions for doing it accurately. 
Fourth, then secures an example which exactly meets 
the requirements specified y 1 
o/n °H!r J°:ds- good drill of this kind makes sure 
of one perfect example. The motto, “Begin right ” 
needs to be used in plans of drill ' g g ’ 
Having begun with a flawless 
perfect examples may be added to it; this mal^the 
ZZ7to1:r0itbi'- °J P]ay'«g ‘"e e^rcisVS 
sion follow, the chance oTffiilur^ on S"68 ” SUCCeS' 
SrTdf 0fSTpeSgeS ldeall°f a"d 
2. Proceeding attentively and correctly, 
o. oelf-reliance. 
4. Efficiency. 
5. Economy of time. 
6. Composure of spirit. 
They 
eoStuXTi »■“» 
be the rule wL r , Professional work may 
exceptions “d processes and more 
ru- a1e.spised» lt its place and fills a need 
This kind of drill, too, is valuable in ti-m ' r 
pupils who have had indifferent instructin'Jrf*6u°* 
wfenP thera^nWtiearned t0 thorough in anything.’ 
forrLVmomhinsTk^gT"h" 
ran . f etfort of teacher and pupil. This 
enlisted." 6 Wf’ mind and all 
nr I!! yr lIEul ar\d ambitious teacher will in a few weeks 
the S?,nn S ^ -the pupiI away remedial wlrk nto 
s£dt »xxS”CfT %***%*’ 
‘Emily, do you like to practice?” 
E.— 'No, I hate it” 
laughing^31 1S' that? D° y°U really mean that?” 
THE ETUDE 
that you make progress. You will doubtless do better 
than you have been doing.” 
E.—“I guess I can practice a little.” 
Mr. H.—"Can you? Let’s do a very little now. We 
will drill slowly on this hard measure. All you need 
do now is to play it exactly right once. Good, perfect! 
Let us have it once more just as nicely, which is usually 
harder to do than the first time. Are you ready to play 
it exactly right? Bravo! If now you can do it twice 
more just as well as you have done it that will be 
enough, for I shall then feel sure of two fine qualities 
within you, namely, bravery and perseverance. Good. 
Those four times mean a noble habit. Can you do 
them eight times at home?” 
p- “Yes. Mr. H.. I have learned to practice.” A 
sunny face looked up. In four weeks Emily had also 
learned to find zest in hard work; she was grappling 
with severe tasks like a virtuoso, although only a girl 
of fourteen years. 
HELPFUL PEDAL EXERCISE. 
BY HANNAH L. SMITH. 
How shall we define the pedal, that fascinating part 
of the mechanism of the piano which with a simple 
pressure of the foot raises the felt fingers from the 
keys and liberates the wires so that they can sing 
until they are silenced again by the expiring vibrations 
or the falling of the felts which “damp” the wires and 
give the pedal its name “damper pedal?” “The soul of 
the pianoforte,” says one writer. The sustainer, as a 
living breath, of the tone initiated by the stroke of the 
hammer on the string, the factor which enables ten 
fingers to do the work of twenty; above all, the 
master magician at whose signal awakens the “heavenly 
choir of harmonics to envelop earthly tone with a 
glamour of almost unearthly glory. An indispensable 
agent in the performance of modern pianoforte works, 
as well as an essential and determining factor in the 
composition of music for that instrument, how is its 
tra,nsla‘ed in,to effects of beauty? And how 
may the teacher help the pupil to acquire such control 
action aVhaH with alm^t involuntary 
action produce these effects ? J 
Cy!'iC ihaj|Sa'd that °f every ten amateurs, nine use 
the pedal badly, and the tenth does not use it at all 
Surely, after all these later years of good teaching, too 
effortsnofatn°1 Kati°n b? app,ied to tbe dilettante 
mul d,ay-: but 81,11 ,he fact remains that too 
ffistortedT P y,ng‘ ,erwise good* is blurred and distorted by misuse of the pedal, while here and there 
weakl0r!USrraat^Ur’ !ccogn,zing the evils of its abuse 
weakly declines its aid, and offers a tame and color¬ 
less performance which a little knowledge of how to 
leasingP ^ W°Uld have rendered arpstic and 
selm JhUdf aT the °Ider Pianoforte methods, it would 
ist wn! H pedabng- the highest art of the modern pian¬ 
ist, was deemed unworthy of attention. Or else it was 
aken for granted that a talented pupil would withom 
lacked^alem- the,pedal c°7ec-t,y- and that one who lacked talent could never learn to do so; for amid 
3S5“*‘ °f £? 
or ie nt he mTent corresPonding to the initial 
ofetkhey pedalt f'T* °• the ‘“^-taiSnTpower 
i»"wS S2”n imo so”d >r™*'d 
practical exercises 
»iii “!r, "J? ”0™” WZSK 
the no,, f ,° br,dge over the little gap between 
Player is nervous' ml T~’ eSpeda!ly if the If if •„ 7 and inclined to hasten every motion 
attack snPm-SS-hd d0Wn ^mnhaneously wiffi the finger' 
he caught in withT'new onl^Hf ^ Wi" SUreIy 
unpleasant effect. ’ Wlth blurnng and most 
The real difficulty in the use of the pedal being 
therefore, that it must be played, as it were, out of 
time—neither simultaneously with the finger nor with 
the count, but always lagging a little behind both— 
the foot should at first be trained separately from the 
hand. The heel should rest on the floor, as a fulcrum, 
and the pressure on the pedal be entirely from the ball 
of the foot, which should not be so far raised at the 
release as to make the contact with the metal audible 
at a renewed pressure. - . 
contracting unneeded muscles, or contorting the rest 
of the body, there should be no attempt at pedaling* 
in connection with music. 
When a good foot motion has been well established 
count steadily one, two, three, four, six times over 
pressing the pedal down at three and releasing it at 
one. Repeat this, pressing the pedal down at two and 
releasing it at one. Then count one, two. three, press- 
mg the pedal at two and releasing it at one. Then 
count rapidly six, putting down the pedal at two and 
releasing it at one. This last approximates nearly to 
the motion required by artistic pedaling. 
Now, with the middle finger of the right hand play 
the scale of C major, one degree to each measure 
Count four, putting the key down at one and releasing 
it at three, and do the reverse with the pedal—that is 
press it down at three and release it at one—allowing 
the motions of hand and foot slightly to overlap so 
as to make the scale perfectly legato. Then play tbe 
same scale with the same count, but striking the key 
at one and releasing it at two, and pressing down the 
pedal at two and releasing it at one, joining the scale 
,a Perft!ct ,Iegato* Pla>‘ f again in triple time, 
putting down the key at one and releasing it at two 
zfetre-s:Jor-ther,al Finaiiy-p,ay^^ 
two wh-1 ,ev!ghth ,tI,mC~finger down at one and up at 
two, while the pedal ,s pressed down at two and re- 
hy the pedal6'11* PCrfeCt connec,ion of the tones 
Now take some simple melody, preferably one with 
pedaling is quite as often th! t dcfcct of faulty 
the foot as that of . , °f,t0° Speedy please by 
This should be practiced "t"fiff e pres|sure 100 Iong- 
necessary deliberation in theVseoJ'Se °f * 
Until this can he done without 
A MUSICAL PARTY THAT PAID. 
by grace busenbark. 
successfulhabutbwe det’eUrmberA°f».reC'ta,S that had been 
had a flavor to Tt tha wonM ,a, “Musical Party” 
more than a recital £ 'VOU,d touch the little folks fai 
was a great success. AfterThe”' WC had’ and " 
were games, and it is tho f"e mus,caI numbers, there 
sr prMi»''S 
rubbfr tanTe»eTeSsi«™?'fh "’“.’if;1 ba"»- Colored 
them to the time of pieces nl e cbl dren> who bounced 
who kept the best time l^ a‘ the piano* The one 
Jots of fun.” a Pf'ae. That was voted 
Then we li3c] 'thf* f 
object by means of muTic13!831?6 °f Ending a hidden 
seeker was near the obTe! e d rUsic meant that the 
from it. hject, soft that he was far away 
the correspMdingednuf°rb/rOUr.btats and stood still for 
alternately, and then ^ This was done 
During the waiting period th elght bea‘s-were marched, 
with their hands. In thif ^ Cb'Idren c,aPl)ed time 
"rlTklTT were S«s:d.careful ,istenin8 and 
farge black whole,6haH0!,03^ on.which were pasted 
notes. These were relieved Z ' u'Sh,h and «*teenth 
as we could cut convenient! * SUjC^ ot^er m«sical signs 
paper. Of course you und^ ^ quick,y out of black 
the cutting out themselves tbe pupi,s di( 
citals for the very little f n^^ter ^at most our re¬ 
ties, with all the ^trimmin^8 eIevated into par- 
good measure of wholTsom °l the.party* hut with a 
with the games and the ° educational food served 
say that the little folks lo!u ^am and cake- Need 1 
with the keenest pleasureT f°rWard these events 
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An Appreciation of Contemporary Music 
From an interview secured expressly for THE ETUDE with the renowned French Composer 
CLAUDE DEBUSSY 
By M. M.-D. CALVOCARESSI 
the distinguished French critic 
Editor's Note.—M. Debussy’s life lias frequently been 
iewed in The Etcde In the past. The career of M. M.-D. 
vocaressl. who has secured this interesting interview 
The Etide. is one of unusual Interest. M. Cal vocaressl 
s born in 1S77 at Marseilles, France. His parents 
•e both Greeks, At the age of nine he was taken to 
_ -is where he received his education. For a time he was 
the pupil of the renowned French ^composer Xavier Leroux. 
...:o German versions and English 
rench. In 1913 he delivered a course of lectures at 
Oxford University, tie is now one of the two editors of 
the Revue Francatse de Mitslqui.] 
There are, as regards music, two categories of 
opinions and of judgments—that of the layman and 
that of the expert. Without laying undue stress upon 
the distinction—for when it comes to the last it is 
instinct and sensitiveness that judge, sweeping away 
theories and systems—one may say that never were the 
judgments of trained, cultured, well-informed musicians 
more needed than at the present time. Events are pro¬ 
ceeding at a tremendous pace; fast enough indeed to 
bewilder even the expert, while the average music lover 
finds it impossible to realize the trend of modern art. 
Hardly has one made up one’s mind as to the many 
questions called up by recent developments like that 
of the Russian school of the nineteenth century from 
Glinka to Rimsky-Korsakov, of the French "impres¬ 
sionists,” of Richard Strauss, than events, following one 
another with incredible rapidity, throw the student of 
music upon first one new track and then another. 
The present situation of musical art is undoubtedly 
the most intricate that has ever existed. Arnold 
Schonberg has appeared. 
In Austria and in Germany a whole school of young 
composers, intent upon ideals similar to those which 
he was the first to assert, have mustered around him, 
and exhibit convictions strong enough not to be over¬ 
looked. Throughout the musical world the very writers 
who would aver that his art is beneath contempt prove 
by the fury of their onslaughts that the impression 
created by his doings is greater than they care to 
acknowledge. In Russia, the Benjamin and enfant ter¬ 
rible of the national school, Igor Stravinsky, had hardly 
given the public time to recover from the effects of his 
score, L’Oiseait de feu, than he followed it up with the 
even more daring Petrushka, and a twelve-month later 
with the Sacre du Prititentps, the Paris production of 
which occasioned the most prodigious effervescence 
remembered since the days of Tannhiiiiser or of the 
first performances of Debussy’s Pelleas et Mclisande. 
Another Russian, Scriabine, intent upon associating 
modern experiments in musical substance and thor¬ 
oughly unmodern symbolic or literary intentions—to 
say nothing of his having added a luminous keyboard to 
his orchestra and meditating, we are told, stranger 
additions, such as a “perfume organ”—sedulously 
weaves the intricate patterns of Prorhethee or of the 
Poeme de Ve.xtase. 
In France, Claude Debussy, hut recently considered 
as a revolutionist and a curiosity, is already acknowl¬ 
edged as a classic. Unexpected fascinating things 
have occurred in Hungary with the advent of Bela 
Bartok and Zoltan Kodaly. Great Britain is in a fever. 
In Spain many keen musicians are budding, and a great 
number of Italian composers—apart from the rather 
■ ludicrous “futurists”—have given up the time-worn 
tradition of opera, verismo or sentimental. 
The greater number of those who speak or write 
on musical topics add to the confusion. Some confi¬ 
dently proclaim the decay of classical forms (which 
afford the most obvious and easiest, if not surest, 
standards), and others no less confidently predict an 
early reaction against the excesses of modernism. 
A BEWILDERING PRESENT. 
What the future of music is to be, considering how 
bewildering the present is, has more than ever become 
an anxious question. The writer, therefore, considers 
it a singular piece of good fortune that during a recent 
conversation which he had the honor to hold with M. 
Claude Debussy this very topic should have been moved. 
It is quite natural to expect that M. Claude Debussy, 
being one of the chief innovators of to-day, and one 
whose works have been the objects of passionate criti¬ 
cisms, bitterly censured, warmly upheld, .and have on 
the whole come to their own soon enough, should take 
an interested and not unsympathetic view of the turmoil 
that surrounds us. He also is a trained critic, and has 
provided many essays to Paris dailies and periodicals. 
To the present day he reviews concerts for a musical 
monthly. 
M. Debussy may be briefly described as a keen, 
thoughtful observer and a philosopher capable of 
enthusiasm as well as of scepticism. 
The former point is shown by his great fondness for 
the music of Bach, of Couperin, of Rameau, of Chopin, 
of Balakirev, of Moussorgsky; the latter, by pungent, 
irreverent comments upon certain songs of Schubert 
“that smell of long-closed drawers and of flowers for¬ 
ever faded,” or upon Wagner’s Ring with its “stilted, 
not very purposeful flourishes.” But apart from occa¬ 
sional sallies such as these, he expresses himself very 
reticently, and when referring to his articles one should 
never fail carefully to read between the lines. 
“I do not profess,” he said, “to supply ‘criticism.’ 
hut simply and candidly to give my impressions. In 
criticism the individual factor plays far too great a 
part. And often the outcome of all that is written or 
said can be reduced to ‘you are wrong because I happen 
to think differently,’ or the reverse. The thing to do 
is to discover the many impulses that have given birth 
to works of art and the living principle that informs 
those works. 
A PERPLEXING CONDITION. 
“Interviewers have often ascribed to me surprising 
things which I greatly marveled to read. It is often 
difficult to say much upon the subject of contemporary 
music. Events are accumulating with incredible speed, 
and to try to focus them is often to strive after 
impossibilities. At the point actually reached by musical 
art, who could make a choice between the many diverg¬ 
ing roads that composers follow? The task is distress¬ 
ingly puzzling. We have to deal not only with a great 
number of contemporary works but also with the many, 
often contradictory^ teachings of the works of the past, 
whose influence upon our sensitiveness and our culture 
is ever becoming greater. And if even in the patrimony 
that came to us from the past we find food ‘for per¬ 
plexity, what is to be said of the present? 
“As far as I am concerned I have little to say as to 
it, and still less as to the future of music—all that is 
more or less guess work, and tempts me little. More¬ 
over I do not see much of what is happening. There 
comes a time in life when one wishes to concentrate, 
and now I have made it a rule to hear as little music 
as possible. 
“Take Arnold Schonberg for instance. I have never 
heard any of his works. My interest being roused by 
the things that are written about him, I decided to read 
a quartet of his, but I have not yet succeeded in 
doing so. 
THE EVIL OF PREMATURE JUDGMENT. 
“A point that I really wish to emphasize is, that I 
consider it almost a crime to judge prematurely. The 
former policy, which consisted in allowing artists to 
ripen in peace and of taking no notice of them until 
their art had fully asserted itself I consider far sounder 
than the actual one. It is unwise to unsettle young 
artists by making them the subjects of discussions that 
are often shallow and prejudiced. This febrile haste 
to dissert, dissect and classify is the disease of our 
time. Hardly has a composer appeared than one begins 
to devote essays to him; one pounces upon his works, 
one burdens his attempts with ambitious definitions. 
“I esteem, for instance, that, tempting as the thing 
may be, the moment has not yet come to judge the 
younger Hungarians like Bartok and Kodaly. Those 
two are extremely interesting and deserving young 
artists, eagerly seeking their way; no doubt about that. 
They are pretty sure to find it. And a noteworthy 
feature of their music is the obvious affinity between its 
spirit and that of the modern French. But further I 
shall not go, 
MODERN RUSSIAN AND SPANISH MUSIC. 
“Igor Stravinsky affords another excellent instance 
of a young artist instinct with keen and fervid curi¬ 
osity. I think this attitude of mind most praiseworthy 
at his time of life. It is good for young artists to be 
alive and to cast all around themselves, but I think 
he will sober down in due time. He is' the only one 
of the younger Russians with Whose output I am 
acquainted. During my recent stay in Petersburg and in 
Moscow I met several -other composers, but I had no 
occasion to hear their music.” 
Debussy, a keen lover of Russian music—he was one 
of the first in France to praise Balakirev and Mous- 
sorgsky-evinces great sympathy with the doings of 
contemporary Spanish composers who, like the Rus-1 
sians, have sought and found in national folk songs the1 
foundation of their musical style: 
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’S-JSZ' S 
f° thfat 0ne may wel1 JudSe how inexhaustibly 
MODERN ITALIAN OPERA 
^v,m°,d7" 0Pera he is not lavish of praise- 
ascrib nV m t°lm0 ern ItaKan opera? That would be 
bad ‘7a has 
of What the public wan^act according We“ aware 
>° s'JS,S« ,™diw^ ,6°" 'Ilm 
Sot ”'"d ^ »” S 
StSEE 
^3'jSBSr-* 
THE ATTITUDE OF THE PUBLIC. 
hJrmn°nCl-Ude the conversation I asked M. Debussv 
arSSSES*^- 
music succeeds with them. The Russians -re tit’, °- 
FreL TePt,re<ii t°77appreciate the output of the modem 
rench school. From Great Britain also I have carried 
niTbr a t°get lcr fav°rable impression. The British 
respect a;tad"!0St Te™fah,e opacity for attention and 
P , t does not think itself compelled nokilv tr» 
express dissatisfaction whenever it fails to erasn at 
courseeaarsnfarhaesPthrPOrt °f 3 •6W Work And this °f course, as far as the appreciation of modern music is 
concerned, is the best attitude. To believe that one can 
rf°',7 ™p"S„”' 
strangest and most dangerous of delusions.” 
SCALES AND THE CHILD. 
BY DOROTHY L. BUSS. 
jf — - ■» «» 
.hdw?„7f,;t',s?re“”n** “■< 
contmuatmn of the second, only that there are two 
tones to every count. ° 
As the counting is kept perfectly even from the Win 
nmg, lt requires concentration to make the chan-ef in 
the speed without stumbling. Another thing the child 
by constantly practicing this exact doubling'of tempo 
learns a truer valuation of time. The results will 
note! ioll^b" ,°ther k“d °f Playing’ where11 quarter 
Tn riie ,W -halvel °r- SIxteenth notes follow eighths 
t g LP,!y'ng Wherec there is a measure of quarter 
notes and then one of sixteenths, the child w 
practiced this way can almost always £ 
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HIGH TEACHING IDEALS OF AMERICAN QUAUPICATJONS FO!* » SUfc 
MUSICAL PEDAGOGS. MER HOTEL ORCHESTRAS. 
BY EDITH L. WINN. BY A. WALTER KRAMER. 
The. present day teacher—and here the Ameri¬ 
can teacher is referred to—is a pedagog in the 
same sense as is the teacher who instructs our chil¬ 
dren in literature, science, in fact in all academic sub¬ 
jects. He has studied his instrument with care, not 
with a view toward concertizing but with the set pur¬ 
pose of giving the principles of his art to the younger 
generation. He analyzes every bit of study-work; he 
digs deep into the finest subtleties of a sonata or study 
and finds out what is the most advantageous method by 
means of which the pupil will be enabled to plav that 
composition with the least effort and the best results. 
He makes a study of the history of education, of the 
principles of pedagogy from the time of the great 
Tnlr Z! d°Wn '° the m°St reCent work of contem- 
He studi« the peculiarities of each 
and every student, realizing that what is of use to one 
is harmful to another and vice versa. What is more 
iseasefmDdoSthlt W°rk 35 3 mi'SSi0n’ as a callinS that 
s as important to one phase of his country’s develop- 
heheaululJ? ”/x,stence' A"d having done this, 
standT f i, Pr°,dl!CemUsidanIy students who under- 
2t2tof their rrument; wh°reai;- what 
the enrmn • W- ° are niade by *t better members of 
the community in which they live. 
whfcfm “fif b,y any means- There is another factor 
th‘l7 be aIso considered. In teaching, one of 
to sdect lZer Tf T ** * ^ “ do » he milt 1|nater,al for h.s pupils. And in doing so 
he must always remember that in addition to the ’ 
i^Ymor hof music he plays. the student by the 
VARIETY NEEDED. 
•iKSit"'who dir”w *• »“*»' **- 
lost siffht nf ;t f° S1° many years’ knew this, he 
£££&£& he W3S Ca,led 
let us say, the “Method” of Louis'YrlhJ10 t'?ch,nIf- 
beginner (hen the ° -,u,s K°bler, for the 
and immediately thereon cZlTthlfmorTc^ 
finally the artist's studies of Cz’ernv The*0 y' and 
plemented by sonatinas r,f u C ”y' These were sup- 
svsas z 
and Berens. ” f y Wnters' especially Heller 
hisTpuptlsmefinCdnmaten^ whfcV’wilfblT f°r 
that the pupils’ practice-hour will hi b t lnterest>ng 
S™ *»."!*« boy. ..d girl, 
mediTtdy caU™pCtrnr the^YY 'Y tWeS which ina- 
The PT 
known as a “piece” must be combined at h k 7 
gmnmg; to be sure five finL • at the verV be- 
ble to some serious pupIs Tn W’" > tolera- 
terated form, but to tV manv T' unadll>- 
make them much more attracrive. SUgar WiU 
■ecorded his SjSie oTnlV^f °resden- has 
of Turkey. When the cfidt y'”g bef°re the Su,tan 
room and obsewd the vrand" -Came 'nt0 the c°«cert- 
dismay, asking wha thft "h P'“° he started back in 
sets jar -srtffSr 
was 'compelled to sit straddle i^Tj f' Jb“nate artist 
with the pedals before the c eg^ed and to dispense 
pleasure at the performance. P essed the greatest 
Young students are not usually cursed with too mm, 
fortune, and many of them who desire to earnalivi 
in. the summer months naturally turn to the 5um 
resort hotels which include "music with meals” jm / 
their attractions. These positions are often very i? 
able. Salaries vary from $5 to $10 and $12 a 
according to experience. The hotel pays the carff 
one way and also includes board and room for 4 
summer. The players are usually received on a pla * 
of equality by the guests. They have a table in th' 
dining-room and they occupy excellent rooms, and •' 
long as they do not monopolize the reading-roof1 
writing-room and verandah to the exclusion of th 
guests, young women who undertake summer enrn f 
ments usually have a pleasant time as well as a nrof 
able one. 
Unfortunately not all those who apply for such pod 
tions are qualified to do the work. The following if 
record kept by one manager who was instrumental iI 
bringing many hotel keepers and musicians into com 
munication with each other. It will readily be si' 
how many points have to be considered in securing Ji 
engagements : 
A RECORD OF APPLICANTS 
fie,d XTrXrUiP' X 
professional salary without having prof,^StoSf rtll,W,M*a 
as No.2i. lmt'Vhafha hitter' p,'V ns n«: 
sessmg and bright.’ eager ,, |,.nrn 0< r.VU,!n'‘ Pn*P« 
anyone. Is eligible fir a os ,™ a°"^ * «» ■»!«* wM lier importance. F 1 D aDd n«t over-estimate 
nof0flt'3'intoahotme1ifl ° Hagle *°tWD an'1 t«nxht ther,>. Doe. 
criticised. i»iaVs ?'*»." r®clpro<iil fcellm: 
^Etp,f^0r“ tL-nisu 
some hotels desire sol,,ists aa well “ 'IU<1 musl,'la'1 
-ttnTnnfe X! 
>«Ic«serl:dta"rff >»«•. i». 
alwdys the mrsi “< ' mus,c,anship. and it is not 
«« ^naT'.i. ZT'TZ ■?...s 
arhsts this manager would fir ,n ,rying oul 
Blue Danube or Artist iff P,ay. a waltz, like the 
applicant accompany (\i U °n .e v,ol,n an<> have the 
quently the pianist wh ^ P,a^,S,’ of coursr'- Fre- ■>»<*« 0^. only „,os M, „ 
p ain' but the player is no, 'K 1 C.” are perfecil. 
concentrate, and doesn’t b.;!CUf'm'd to ,hem- cannot 
Ia«s at least the first *° go- This habit 
test holds good of a two It °f ‘ 'e Summt'r- The same 
•r—- 
MUS,CAL hist°^^od to success. 
I firmly believe thar f 
class in musical history I7d should conduc 
new pUp,l will be in /I • keeP rt up so that evi 
]t is difficult to think Pf°S,tl0n t0 takc advantage of 
ahead more than muSctl wilt urg! pu 
to emulate the lives^ of1,8*°r.v-first. by inci.ingdf 
showt"1!? *heir knowledKe Z mas.ters; second. 
teachers should eniphasfiCl°Se,y 3nd reg"S’ and tl 
The master’s trials. 
The master’s successes 
The master's industry 
the master’s haKtt. V 
The maker’s rewards/ etc.^' 
Try the history class r.1 
>t up. ns the interest of y'ur a"d,you will never giv, 
fest at once. your Pupils will become mini- 
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The Nature of the Difference Between the 
Classical and the Romantic Schools 
By EDWARD BAXTER PERRY 
... "TZZ 
In what follows I shall endeavor to show the radical 
difference between the clever and intellectual develop¬ 
ment of a theme, as in the older schools of composi¬ 
tion, and the spontaneous and emotional consistency of 
a mood, as found in modern music; in other words, 
between the so-called classical and later romantic 
schools of composition. 
A DEFINITION OF CLASSICAL MUSIC. 
Strictly speaking, classical music is the best, most 
enduring music of at all times and countries, just as 
classical literature consists of the best hooks produced 
in all ages and localities. It simply means the highest 
class, whether written to-day or centuries ago. 
Technically, however, musicians have come to draw 
the line sharply between the music, or some of it, which 
was written up to the early part of the nineteenth cen¬ 
tury, in which the scholarly handling of form was the 
chief essential, and in many cases the only element of 
interest; and the music which has come into being in 
the last hundred years or less, in which the direct 
forceful expression of life, emotional or external, is 
the aim and end. 
The first bases its claim to consideration upon its 
cleverness, its ingenuity, the beauty, finish and perfec¬ 
tion of its form; the last upon its intensity, its fidelity 
to life, its vital content, and its emotional effect. The 
first appeals chiefly, if not exclusively, to the ear and 
the intelligence; the last to the heart and to the imagi¬ 
nation. 
Musical logic in the first place consisted in the cor¬ 
rect and consistent development and elaboration of a 
theme, no matter how brief, trivial and inconsequen¬ 
tial it might be in itself; which theme was enunciated 
clearly at the start, and then worked over and over, 
presented in every possible form and dress, now in the 
major, now in the minor, now inverted, extended or 
abbreviated, now dancing gaily in rapid tempo, now 
dragging dismally in mournful measure, with every 
conceivable twist and turn, embellishment and contor- 
MUSICAL PUZZLES. 
It was logical in the sense that the original theme, 
often valueless and meaningless in itself, was ever re¬ 
tained as the fundamental and controlling motive, more 
or less apparent according to the whim of the writer 
or the insight of the listener. Witness the fugue form, 
for instance, which by the way is the most intricate and 
difficult and the least artistic of all musical forms. It 
expresses absolutely nothing save the masterly in¬ 
genuity of the composer in dealing with musical mate¬ 
rial. and a certain mathematical sense of proportion, 
relation and symmetry in successive groups of notes. 
It appeals, if at all, merely to the technically trained 
intelligence, the same kind of mentality that enjoys un¬ 
raveling a Chinese puzzle or a problem in higher 
mathematics. 
Take, for example, the world-famous fugue founded 
on the letters that spell the name of BACH. I should 
explain for those not familiar with German musical 
nomenclature that in it our B-flat is called simply B, 
and our B-natural H. so that the notes B-flat, A, C, 
B-natural make BACH. 
This is one of the most ingenious fugues in exist¬ 
ence, and in a way interesting because extremely 
clever; but it is not music. It is not art. It is for that 
reason that neither this nor any other fugue is or ever 
will be grasped or enjoyed by the general public, and 
justly so. It means nothing, expresses nothing, has no 
more relation to the great throbbing sentient life of 
humanity than a problem in conic sections. It is sim¬ 
ply a well constructed musical acrostic. 
I speak not as one of the “ignorant herd” for whom 
we professionals in the pride of our narrow technical 
knowledge, are prone to have altogether too much con¬ 
tempt ; but as a trained musician, with a life-time’s ex¬ 
perience behind me, who has not only studied and 
played but written fugues; Heaven forgive me for a 
waste of valuable time! And I say without hesitation 
or fear of criticism that there is more real music and 
more real art in Schumann’s Tr'dumerei, or even in Ley- 
bach’s Fifth Nocturne, cheap and hackneyed though 
it may be, than in all the fugues that ever were writ¬ 
ten, boiled down into one. 
THE THEME AND VARIATIONS. 
The musical form known as the Theme and Varia¬ 
tions is per se but little better, though there are some 
notable exceptions. It reminds one of the lightning 
transformation impersonator who appears one moment 
as a knight of the Court of Louis Fifteenth, then as a 
clown, next as a Roman Senator, and again as a 
painted Indian. Curiosity is piqued in anticipation of 
the next change, and one marvels at his facility in 
getting out of one costume and into another. That 
is all there is,' no art in it, no pleasure for the aesthetic 
sense, no stimulus for brain or heart, no lasting bene¬ 
fit. Ten lines from Hamlet, as recited by Booth, were 
worth ten whole evenings of the antics of this mounte¬ 
bank. 
Of course, when in this form of composition the 
theme is of real musical merit, a melody that has an 
inherent right to exist on its own account, and the 
variations are original and interesting, showing the 
latent possibilities of the theme, as presented from dif¬ 
ferent points of view; suggesting the varying aspects 
of a character, brought out and modified by changing 
experiences, as sometimes is the case, we must modify 
our adverse judgment of the form to some extent'; or, 
rather, we must admit that in spite of its hampering 
restrictions, the real musician may sometimes succeed 
in making it the.vehicle of a real .musical message; as 
in such example as Handel’s Harmonious Blacksmith, 
the first movement of Beethoven’s Opus 26, Schubert’s 
Variations in B-flat, and Schumann’s Etudes Sym- 
phoniques; but even then we cannot but deplore that 
they did not write in freer form.. 
With the birth of the rpodern romantic school of 
literature and music, in the early decades of the nine¬ 
teenth century, a new idea became suddenly dominant 
—namely, that the subject matter of a book or poem 
or composition was far more important than the form 
in which it was presented; that the meaning to he con¬ 
veyed, Being of chief significance, must control the 
manner in which it was conveyed; that the thing said 
was more vital than the way in which it was said. Ift 
other words, that henceforth, in all art work, ex¬ 
pression must dictate terms to form. 
This idea was the natural and inevitable outgrowth 
of the changed conditions of human life and social 
order. The divine right of kings and the feudal su¬ 
premacy of the few crashed to their fall before the 
tidal wave of free thought, intense feeling, and sense 
of human right, generated by that tremendous seismic 
upheaval, the French Revolution; necessarily carrying 
with them to destruction and ultimate oblivion many 
of the artificial- and useless forms and time-honored 
traditions which had grown up around them. 
THE MUSIC OF MOODS. 
In art, as in political life, inherent truths and power 
of reason began to assert their right to supersede in¬ 
herited codes and customs. Scholastic pedantry, clever 
elaboration of ingenious nothings, ornate and polished 
reiterations of pointless platitudes, were swept aside; 
to make place for the vital human element, the real 
thoughts, feelings, and issues of humanity. The same 
causes and movement that produced a Dickens and a 
Victor Hugo gave to the world a Chopin, a Liszt, and 
a Wagner. Since the dawn of the new era literary 
productions have been founded upon, not hair-splitting 
metaphysical disputations or fantastic plots drawn from 
an obsolete mythology, but upon the real thought, prob¬ 
lems, situations, and above all the intense elemental 
emotions of actual life as we see and experience it. 
No less in music the modem composer, to win a hear¬ 
ing, must give us, not the logical and scholarly the¬ 
matic development of a haphazard series of tones, like 
the noted Cat Fugue (whose theme was actually 
formed of the notes struck by a cat walking oyer the 
piano keyboard), but the living logic of a consistently 
developed mood or sequence of moods. 
MUSIC THAT SAYS SOMETHING. 
To-day a musical thettie is selected or created, not 
because it can he readily inverted or turned inside out, 
or made to serve later for a new contrapuntal figure, 
but because it has, or is believed to have, an inherent 
symbolic meaning; because it says something, signifies 
something; in brief, because it contains at least one 
heart throb of real life. Its subsequent treatment, its 
rhythmic and harmonic development, are governed, 
not by the cut and dried technical laws appertaining to 
what is called the abstract art of pure music, hut by 
the inherent necessities involved in the direct, vivid, 
forceful expression, and consequential evolution of 
some human experience; that is, by the logic of the 
subject, not of any form. 
As a simple example, no good composer nowadays 
would start with a mournful minor melody, expressing 
profound depression, and transform it in the second 
period into a jig in the major key to show what possi¬ 
bilities it contained for variety of treatment. Nor 
would he write music for a tragic episode or a death 
scene in lively valse tempo, as was frequently the case 
in the older school of Italian opera. Such offences 
would be preposterous, grotesque, inartistic in the ex¬ 
treme, even though perfectly logical in structure from 
a purely musical standpoint. 
Every art work, to justify its claim to that title, must 
reflect or embody some phase of life. It must be con¬ 
sistent, true to itself. We cannot juggle with it or in¬ 
troduce the incongruous without making it ludicrous, 
and this is the death-blow to every aesthetic impression. 
The world at large cares not a fig for the technique 
of music or any other art, for the mechanical means 
employed in the making of it. It is the general effect, 
the emotion produced, that give it its value if it has 
any. What the people, ask, and with right, is, what 
does it bring to us, what does it do for us? And in 
this respect the romantic school of music is as far in 
advance of the old classic forms as the political situa¬ 
tion of to-day is in advance of the absolute monarchy 
of bygone ages. 
Let no one hesitate to endorse the foregoing facts 
and theories lest he be called a musical heretic, prob¬ 
ably by some foreigner whose education was had in the 
old-time schools of Leipsic or Stuttgart, and who has 
not kept pace with his generation. Let him say to him¬ 
self, and to such critics, that what was the avowed 
creed of Schumann, Schubert, Liszt, Berlioz and Wag¬ 
ner is quite good enough for Perry and the readers of 
The Etude. 
DON’T BE DECEIVED BY WELL-MEANING 
FRIENDS. 
BY B. H. WIKE. 
Confidence in one’s self has much to do with ad¬ 
vancement, and this can be developed by playing for 
your friends pieces that you have mastered. In ally 
case don’t believe all they may say about your being 
“fine;” for if they say so and you believe it your prog¬ 
ress will stop, and conceit is not desirable for;, the 
musician. The student who studies alone has no way 
to judge what progress he is making unless he can 
compare his playing with what may be. called the 
"good” playing of others. He should lose no oppor¬ 
tunity to hear the best music, even though he may 
have to go a distance to hear it. When a master 
pianist comes near your town attend his concert; it 
will be a great inspiration and a pleasure you will never 
forget. Frequent self-examination is justifiable and 
very necessary, and musical friends will give many 
good pointers. 
A careful study of the fingering as marked in the 
very best editions is of first importance; too much 
cannot be said in favor of it. Mason’s Touch and 
Technic is a very desirable work to have. The easier 
parts of Bach’s Well-Tempered Clavier will assist in 
forming tone and securing finger independence. Plaid/s 
New Technical Studies are popular and very good for 
the student who studies alone. Some time the student 
may feel a need for understanding harmony, counter¬ 
point, or composition. Even a little harmony is a great 
help in playing and in sight-reading. 
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TEACHING THE LINES AND SPACES. 
BY FIDELIA QARNET. 
* Ever since I came to this town to teach music, I 
have observed one deficiency in all my pupils. Al¬ 
though they read notes readily in the treble or G clef, 
they seem quite uncertain about the notes in the bass, 
or F clef. Some of them dotnot know the leger lines 
below the bass; and rather than study out the note on 
the third line below, they will omit practicing the part 
of the piece in which it occurs, in the hope that I will 
tell them at the next lesson, and thus spare them the 
trouble of exercising their brains. 
I could not imagine how they could all be so igno¬ 
rant, until one day a little tot, with tears in her pretty 
blue eyes, said, “When I began to take lessons they 
fold me the five lines were E, G, B, D and F. But 
when I had taken lessons six months they said the five 
lines were G, B, D, F and A; and now I’m all mixed 
up and don’t seem to know my lines and spaces.” 
I saw instantly where the mistake had been made 
and resolved to give the whole class a lesson. I told 
them I was going to have a party next Saturday after¬ 
noon and I wanted them all to come. I let it be known 
that there would be chocolate with whipped cream on • 
and cakes and bon-bons. 
All of the twenty pupils appeared on time and a 
new one, who expected to begin on Tuesday. I said, 
i have a nice game for you to play and it will make 
you see how much easier it is to learn a thing right 
m the beginning. Here is little Alma Richards, who 
is going to learn all her notes before she begins her 
lessons next week.” Alma’s eyes sparkled as if she 
were going to receive a fairy gift. 
“Alma, I suppose you know that the white keys on 
the piano are A, B, C, D, E, F, G, A, B, and so on 
over and over?” 
“Oh yes, I know that.” 
“Let me see you touch and name the keys. Begin 
on the 2d A from the bottom, touching them with the 
forefinger of the left hand.” 
When she had touched and named three octaves I 
made her begin the next A with the forefinger of the 
right hand and touch two octaves more. 
“Now I am going to draw seventeen parallel lines 
on the blackboard. If there were a note on each line 
and on each space, you would have 33 notes. Now, 
Alma, I am going to touch each line and each space 
with this pointer, and you may touch the keys as 
before and name them. Watch me point” 
After this was done, I said, “You can play any one 
of these keys on the piano,” sweeping up the five 
octaves with my hand, “if you know on which line or 
space the note is placed. But it would be quite diffi¬ 
cult to count up so many lines; so I shall rub out a 
portion of the three higher lines, and a portion of the 
three lower lines. I shall also rub out a portion of the 
puddle line. Now this does not change the places of 
them"0*68’ bUt makeS ** CaSier f°r y°U t0 recpgnize 
-E— 
The 5 lines of the treble are.E, G, B, D, F 
The 5 lines of the bass are.G,' B,' d' F A 
(Nearly the same, you see; one helps you to ’ 
remember the other.) 
The 4 spaces of the treble are.F, A, C, E 
The 4 spaces of the bass are.A C E G 
T, ... The ,leeer Iines.added lines 
lne o lines above the treble are.A C E 
-The 3 lines below the bass are.e' c' A 
(The same reversed.) 
I lie 4 spaces above the treble are.G, B, D, F 
The 4 spaces below the bass are p D b'g 
(The same reversed.) 
Repeat each of these four diagrams four times 
before you get out of bed every morning; before you 
go-to bed in the evening, and once during the day; 
making twelve repetitions each day. 
“As you say them, imagine you s 
just as they are here printed. If you will do this, you 
will find you have imprinted a photograph on your 
brain that will never fade away. 
"Oh, I must tell you about the notes between the two 
staves—Middle C and the two spaces. 
“A note on the middle short line will be Middle C. 
Count up again, Alma, and see if it really is Middle C.” 
Alma’s eyes sparkled again as she touched Middle C, 
and the rest of the class looked interested, as if to say: 
“I wonder what next?” 
“On the higher five lines I am going to put a clef; 
watch and see how I make it. I begin a little above 
the fifth line and make a perfectly straight line down 
below the first line, and then I turn to the left and end 
with a little ball, somewhat like this J. Now I begin 
at the top again and make a curved line, which 
crosses the fourth line and sweeps around and encir¬ 
cles the second line called G. This is called the G 
clef, or the treble clef. 
“On the lower five lines I shall put the F clef, or 
bass clef. I begin with a ball on the fourth line, called 
F, rise in a curve to the fifth line, and sweep down to 
the first space; then I put two dots, one on either side 
of the fourth line. 
We call each five lines and four spaces a staff. 
Now I shall proceed to put the letters on the five 
lines and four spaces of each staff. As in Fig. 20, you 
may commit them to memory in this way.” 
A POINT IN MUSIC HISTORY. 
BY THOMAS TAPPER. 
The most logical and convincing source of musical 
history that we possess is music. But, unfortunately, 
we cannot trace music into the past but for a compara¬ 
tively short time. With music before us as a printed 
record we can form an exact idea of the tonal effect 
in the mind of the composer. Without that evidence 
in hand, we can only surmise. 
Therefore, all we actually know about the music of 
ancient nations is conjectural. Music is referred to in 
the Bible in many passages, but how the harp, the 
psaltery and the dulcimer spoke for the composer of 
those days, and what meaning they conveyed to his 
listeners, we do not know; nor shall we ever discover 
the nature of the message. 
In this particular, the music of ancient nations is a 
lost art. Of their arts of painting, sculpture, and 
building; of their domestic life even, we know much, 
but the sounds they produced from the voice or in¬ 
strument are gone forever. 
Hence, for all our knowledge of their musical sys¬ 
tems and practices, we depend upon their written de¬ 
scriptions, references, and statements of theory But 
these do not bring to life again the sounding, pulsating 
art itself. We know that music and the. drama were 
extensively practiced and awarded an elevated place in 
the o der civilizations. But no Schliemann can excavate 
a melody from a Trojan ruin. Students of music his¬ 
tory, then, must accept with caution all so-called tran¬ 
scriptions into our notation of ancient music. The 
very identity of tone successions they employed are 
unknown to us. But the value to us of reading of 
music among the peoples of the past lies in the fact 
daily hfeaS the”’ 35 * *S n°W> an important fact°r » 
Plato speaks of the melodies of times long prior to 
h eadS f°r their pl,rity; that they may not be defiled by modern embellishments. This plainly 
shows, that music has been regarded with veneration 
for many centuries. 
iL?„Xpl°re,r- amonS savage races to-day are (now and 
then) making sound-reproducing machine records of 
e music. This is the one and only exact way to pre¬ 
serve what will otherwise be. with the passing years a 
vanishing art-if art it may be called. 
The student of music history could profitably add to 
his library types of music as far back as we have 
printed records. There is no better way of tracing .the 
growth of the art and following the threads of influ- 
ence that have woven its new patterns. 
fh^n’ tW° phases of music history which 
must be kept rigorously apart in the mind: (1-) the 
history that has left no record that we can correctly 
translate into the tones of our scale system; (2) that 
comparatively modern history of music of which we 
have such records. The one results in a study of 
thing itself.' ’ °ther iS an actual testimony of the 
Hence, back of all the actual music we possess we 
are less students of the art itself than we should be of 
the evolution of human’ thought. It would certainly 
be a wonderful thing to know just what tunes Nero 
played while Rome was burning. \\ e should then pos. 
sess a very valuable document that would throw much 
light not only on Nero, but on the social and politica! 
conditions that made him possible. 
Histories of music have too often assumed that we 
possess exactly what we do not possess, and that is 
music itself. There are probably very few readers of 
this magazine who have heard (but little, if any) music 
that was composed prior to the founding of Harvard 
College. 
What sounds reached the ears of Socrates when his 
friends made merry with the lyre, is as unknown to us 
as what Dr. Samuel Johnson did with the bits of 
BEGIN MUSIC STUDY EARLY. 
BY KARLETON HACKETT. 
A proper understanding of music demands real train¬ 
ing in the art. No one expects the uneducated youth 
to. appreciate the plays of Shakespeare nor Milton’s 
Paradise Lost without preparation and study. How 
then is he to appreciate and understand the master¬ 
pieces of Bach and Beethoven? In all our schools Eng¬ 
lish literature forms part of the regular course of study 
and we may surely hope that before long students will 
in like manner be taught to understand the works of the 
great masters of music. 
If young people are to develop a love for music their 
acquaintance with it should begin before the fifteenth 
year, and as much earlier as possible. This means that 
every young girl and boy should learn some musical 
instrument—the piano in any case, and some other in¬ 
strument, preferably the violin, if lie has time. Parents 
are apt to think that if the child does not like to prac¬ 
tice they may assume a lack of talent for music so 
that it would be useless to force the child to stav at the 
instrument. This is not necessarily the case. A large 
exertion of moral and even physical force is required 
to keep the average child at his regular school lessons 
This does not indicate that the child has no ability for 
studying his lessons; it merely indicates that the child 
would rather be out in the yard playing Indian. And 
how often do we hear the grown-ups complain, “Oh, if 
my parents had only made nie practice!” 
• tuPari fr°m proHciency on an instrument, however, 
‘S “e des're to slnS- Almost everybody who finds that 
f?'r V°'rCe deS’reS IO Sin«’ par,1-v perhaI>S froal 
a genuine love of music, and partly for the sake of the 
popularity and social prestige it brings. Singing is a 
devekT ^ dernandm« years of training and capacity 
od V °nPeer ,a,0ng- mIany 'meS Many fail Realise a lack 
the tram,ng has added enormously to 
the already difficult task of learning to sing. 
or It", VaSti rna,j,°^ty of cases- >ou cannot tell whether 
until she is'sixTeen aVe 3 ^ tHat is Worlh anything f 's sixteen or seventeen years of age. If up to 
dreadfullyShi ^ had.no musical training she will be 
»™rih”h1'"Ted'™ “ ** ” “ *> 
awav nn thine i’ S \e m,ust spend lots of time drilling 
garaen N„wSSf C Sh°U]d have lear"«' in the kinder 
four or five yekrT (ffCnCral P"n«ples. she had received 
would have saved years’ofr* tram,ng in muaic- she 
gained the inestimnf? / t,me’ and wouId have a's° 
having learned 6 advanta6e which comes from 
i«zvir,d,„h" rsTJsin m„Th' 
absorbed into the very fibres ^ if"1* years arc 
part of our inmost r / °Ur bemR- become a 
our spontaneous exnr ^ °f thougllt> and control all 
to in ,ater iife- 
tug of music, comes onb T ln‘U,t,veI-v the mean- 
language so young that i‘t jlhiT ?'h° haS lcarned the 
Much may be done in th h s.natlve speech, 
at school, but after all it^ e3[y ycars of nn,sic stu(Jy 
is done. The principles and* h°me,that ‘he best work 
there are what determ- 3?d examples that are found 
i. in th, 2VZ,Z 2 f* «< • ch'H it 
hour a day in two ner’ a pract,ce must be done. An 
wonders if started ear]'°’ S vc ,lalf an b.our each works 
year. Results are obtained1”6 ^ contim,ed year after 
by steady digging away atathin^ wllam dasheS’ bUt 
prone to seek the short cut to fL We “S 3 na,'onare 
s ss 
work of the individual win* , CaSe °n,y intcIliffent 
In the world of art rich , 7* “ WOrth an-vthinff- 
of personal endeavor with aK» po°r.m,eet on the level 
Wlth absolute individual equality. 
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Note.—Olga Samaroff (Mrs. Leopold Stokow- 
ski ) was horn on August 8, 1882, In San Antonio, Texas. 
Her mother, the daughter of George I.oenlng, a native of 
Bremen, Germany, was born in Munich but educated in 
America. Her father is of Holland Dutch extraction. Mme. 
Samaroff received her first instruction from her maternal 
grandmother and mother, both tine musicians. At the age of 
fourteen she entered the Paris Conservatory, being, so far as 
the writer knows, the first American woman to be admitted 
to the classes of that famous institution. After graduating 
from the Paris Conservatory she studied with Jedliezka (a 
pupil of Rubinstein and Tsehaikowsky) in Berlin. It may 
be mentioned that at various times Mme. Samaroff studied 
the piano for a short time under Constantin von Sternberg, 
Ludovic Breitner, Ernest Hutcheson, and 
Hugo Riemann. 
In spite of her serious studies and 
ever prominent passion for music, Mme. 
Samaroff did not intend to make a 
public career. It was not until January 
18, 1005, that she made her first ap¬ 
pearance on any stage at Carnegie Ilall 
in New York with the New York Sym¬ 
phony Orchestra. Iler success was so 
rapid that many eoneert-goers are under 
the impression that she has played for 
a much longer period. It was not until 
her success was thoroughly established 
in America that she played in Europe, 
and ^it ^ is ^significant of ^ the prestige 
obtained engagements w'ith'the heading 
orchestras in the cities where she 
played, and made her dibut in Paris, 
Vienna, LondoD. Munich and elsewhere 
as- soloist at the most important or¬ 
chestral concerts of those cities. 
After this single season in Europe 
and four seasons in America, Mme. 
s interrupted by a 
the soul of the performer. If it had, no amount of so- 
called ‘intellectual effort’ would have done away with 
it. The bete noir ‘intellect’ has misled many a care- . 
less student who has imagined that liy some mysterious 
process musical success will come to him without any 
special mental industry. I would in fact almost be 
inclined to say that while an intellectual ‘performer’ 
may lack the divine spark the performer with the divine 
spark in the highest sense can not be lacking in in¬ 
tellect, but on the contrary is one of the highest mani¬ 
festations of the possibilities of intellectual achievement. 
the wife i..___ 
conductor of the Cincinnati Orchestra, 
now filling the same position with the 
Philadelphia Orchestra. Mme. Samaroff 
will resume her concert work next 
autumn. It may be added that the very 
Russian sounding name of Olga Samar- 
off is a stage name—(he name of Mine. 
Samaroflf's maternal great-grandmother, 
who was a Russian.] 
“The subject of concentration in 
music study has been discussed so 
many times that it would seem well 
nigh impossible to say anything 
about it approaching novelty. Yet, 
concentration is a matter of such 
great consequence to all students, 
particularly music students, that there are few artists 
who would hesitate to place it at the very foundation . 
of all serious work. Successful concentration is a 
mental process attained only after much intellectual 
effort. There is unfortunately a tendency among cer¬ 
tain American students to look upon anything intel¬ 
lectual connected with music with more or less con¬ 
tempt. They do not hestitate to criticize certain great 
artists in such a way that one readily discovers that 
the students makes ‘intellect’ synonymous with infer¬ 
iority. One realizes how absurd this is when one 
remembers that all higher musical work is based upon 
a development of the individual’s intellectuality. 
“The precious divine spark which the artist must 
keep flaring on his high altar is not to be dimmed by 
higher mental culture. But the emotional content of 
the artist’s interpretation will not be lessened because 
he uses his brain every second during his study hours. 
It is true that we- often hear music performed with 
a kind of technical coldness which many ascribe to a 
superior intellectual attitude—the divine spark quite 
extinct. We can but say that the warmth of emotipn, 
the fervor of. interpretative genius, never existed in 
Mme. Samaroff and Her Husband. 
(Mr. and .Mrs. Leopold Stokowski.) 
“We have to-day, as there have been in the past, 
artists who have attained wide popularity through a 
certain instinctive musical quality such as that" one 
often finds in the Italian and Slavic peasants. Their 
music seems to come to them apparently without study, 
as though they work entirely through the. sub-conscious 
mind. Such musicians combine a certain amount of 
fire and natural breadth of tone, and, for want of a 
better term, ‘magnetism.’ Often such a musician suc¬ 
ceeds in casting a spell over an audience, particularly 
an und'seriminating 6ne. Such a performer was Blind 
Tom, a mere freak of nature. To my mind, however, 
these performers do not deserve to be seriously con¬ 
sidered as artists. The truly great artist is one who 
not only possesses all the gifts which the natural per¬ 
former may have, but who also combines these with 
intellectual breadth achieved through years of intelligent 
study and experience. 
MAKING ONE’S PRACTICE A THOUSANDFOLD MORE 
VALUABLE. 
“The student then should have a high regard for all 
intellectual work demanded by his music study, tech¬ 
nical mastery, and all those faculties which make for 
a refined understanding of music considered from the 
highest aspect. Let us repeat to those who hesitate to 
consider the intellectual processes in their work—if 
the flame of genius within the musician is so feeble 
that it could be extinguished by the development and 
use of his grey matter it would scarcely in any case 
be capable of producing distinguished artistic results. 
Of all the intellectual processes none is more helpful 
to the student than concentration—directing one's 
thinking powers toward one thing and keeping theiji 
upon that thing until some definite purpose is ac¬ 
complished. The student should al¬ 
ways fasten upon the conviction tha,t 
whatever is his in the way of natural 
talent is there to remain. Concen¬ 
tration upon technical details will 
enhance the value of his natural 
talent a thousand fold. There are 
doubtless hundreds of students now 
who are struggling along hopelessly 
because they do not know how to 
concentrate their forces. Why will 
some students persist in being so 
short-sighted in this particular?"The 
playing of Bach demands concentra¬ 
tion in a remarkable degree. Yet, 
I have students come to me and say, 
‘If I play Bach I shall not be able 
to play Chopin.’ One might as well 
say, ‘If I read Shakespeare I shall 
not be able to read Maeterlinck.’ Can 
anyone imagine anything more ab¬ 
surd? The qualities which one 
develops through playing Bach are of 
incalculable benefit in playing Chopin. 
NO PATENT RULES FOR CONCEN- 
TRATION. 
“By concentration the student 
must not imagine that I have any 
proprietary methods in mind. There 
are no. patents, no rules, no schemes. 
What is needed is everyday common 
sense. Common sense ought to re¬ 
veal to the average student that if 
he can play a passage once correctly he should be able 
to play it again and again correctly, if only he repro¬ 
duces the same degree of concentration which insured 
perfection in the first case. That is to say, that if the 
student’s technical ability and musical understanding 
encompass a passage in question once, it is largely a 
matter of mind control if the student succeeds In re¬ 
producing the passage without the customary needless 
and wasteful repetitions through which so many 
students go before they seem to get results. Every 
time the passage you have selected for practice fails 
to ‘go right’ after you have once succeeded in playing 
it to your satisfaction just tell yourself that you are 
not concentrating. Some misguided young musicians 
seem to fail in realizing that in order to insure results 
one must invariably preserve that intimate connection 
between the brain and the fingers that spells concen¬ 
tration. They seem to think that they may dream away 
at the keyboard and let their blundering digits take 
care of themselves. Years of study are wasted in this 
way and the ears of students, to say nothing of others 
who are obliged to listen, are tortured by bungling 
practice that never in all the world can possibly lead 
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“The first mistake, like all first offences, is the be¬ 
ginning of the end unless the student takes great care 
to avoid such a custom. Mistake making in most cases 
is an entirely avoidable habit, often resulting from not 
checking the matter at the very start. If the student 
would only learn to stop the very moment that the 
first mistake is made and give himself a severe lecture 
on the lack of concentration he would stand a far 
better chance of ukimate success than if he blindly 
continued to conceal his blunders under that most de¬ 
ceptive of legends ‘Practice makes Perfect.’ Practice 
does make perfect, it is true, but only right practice 
brought about by concentration can lead to the perfec¬ 
tion which all young musicians aspire to attain. It 
is not lack of talent, not lack of opportunity, not lack 
of atmosphere which stands in the way of many 
students—it is wool-gathering. In the olden time the 
shepherd boys used to run far and wide over the hills 
and dales for little clumps of wool left hanging on 
bushes. It was a task with slender profit that de¬ 
manded thousands of steps for very little wool. In 
some similar manner some pupils run through miles 
of scales, arpeggios and finger passages in order to 
get very little out of them. The successful performer 
has not time for this wasteful practice. He must get 
his results with as few wasted notes as possible. 
A FAMOUS ACTOR’S POWER OF CONCENTRATION. 
. “Tllls does not mean, however, that numerous repeti¬ 
tions are undesirable or unnecessary. I recollect a 
story told to me by an old friend, Ernest Coquelin, the 
famous French actor, which illustrates how a great 
artist, even in another branch of interpretative art, 
realizes the necessity for concentration upon detail. 
In the play of Thermidor, in which Coquelin gave a 
really marvelous performance, there was a little passage 
in which he was obliged to get up and walk around 
a chair. All the while he was obliged to signify the 
dawning realization of a great danger. Coquelin told 
me that in order to master the ways and means leading 
to an impressive theatrical effect that the audience 
would at once perceive and comprehend he once 
practiced the little bit some two hundred times. With 
every repetition he became more and more absorbed, 
so that he entirely forgot everything else. Not only 
did several important engagements escape his mind, but 
he also failed to remember that he was to take a cer¬ 
tain train for the south -of France, where he was 
engaged to appear, thus losing his last chance for a 
lucrative performance. It seems needless to say that 
all those who saw his performance were especially im¬ 
pressed by this particular passage. 
To the artist who has once gained complete control 
of himself and his medium there is such a thing as a 
sub-conscious governing or directing by the mind which 
gives him sureness and a kind of technical liberty, 
permitting his imagination to have the freest possible 
play. But this sub-conscious governing of our work 
comes only with the complete control resulting from 
years and years of right practice habits at the key¬ 
board. Most of the problems confronting the average 
student and performer may be solved by the kind of 
concentrated thinking which comes through the habit 
of collecting one’s thoughts and focusing them upon 
one point until something is actually accomplished. 
In preparing a passage for public performance the 
student should endeavor to keep in mind the ultimate 
manner in which the passage will be performed. That 
is to say, he will gain nothing by practicing the 
passage in any 'other way. The idea surprisingly ad¬ 
vocated by some otherwise fine teachers of always 
practicing things as they are not to be played eventually, 
has always struck me as preposterous. Some teachers 
tell their pupils to disregard the phrasing, the pedaling, 
the expression marks, etc. It is easy to see how the 
student can, by giving special attention to any one of 
these phases of his playing through concentration de¬ 
velop that phase, but at the same time he must realize 
that in playing a single measure he is called upon not 
to do one thing only, but to control' many different 
things all occurring at the same instant. That is 
one of the things that makes music study so fascinat¬ 
ing. The mind is given one short moment to per¬ 
form a number of different actions and these must 
be executed with perfection of digital detail, fine 
appreciation of artistic values and correspondence with 
the rest of the composition. The artist with the brush 
may stand before his easel for months, painting, paint- 
ing, painting, erasing one color here and supplying a 
line there, but he has all eternity in which to com¬ 
plete his task if he chooses to take it. The canvas 
of the interpretative musician is- the attention of his 
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listener. He paints at a miraculously rapid rate and 
his mind must be trained to think with a speed de¬ 
manded in no other art except perhaps that of the 
stage. This in itself should emphasize the necessity 
for concentration in study so that the student will 
realize how very vital it is to his progress. 
“I find pupils who will completely learn and produce 
the notes of a work and expect by some mysterious 
means to be able to supply all the fine points of 
phrasing, accenting, pedaling and correct tempo at 
the moment of playing, without any detailed concen¬ 
tration upon these matters before the hour of the 
concert. Before the student permits his work to reach 
the ears of the auditor he must have studied not only 
in all its parts but he must have played it many, many 
times just as he expects to play it on the evening of 
its ultimate performance. He must concentrate upon 
his work so that he can sit at the keyboard with 
supreme confidence and paint a tonal picture that will 
leave a permanent artistic impression upon the mind 
of the hearer. If the student would only keep before 
him the fact that he has such a very short time in which 
to create a master work in interpretation he will surely 
see that he can not afford to waste any moments dur¬ 
ing his practice periods in wool-gathering. 
DON'T TRY TO DO TOO MUCH AT ONCE. 
“Soine students attempt to learn a whole composition 
at one time. This usually results in a succession of 
disasters. The student works prodigiously and pro¬ 
duces nothing. For instance, in the B.eethoven Sonata 
in D Minor (Opus 31, No. 2), there are 232 measures 
in the first movement. The right way to proceed after 
a general idea of the movement has been obtained 
through a cursory survey of the piece is to take, let 
us say eight measures. In this case we will take the 
first eight measures which appear thus: 
Allegro. 
Largo. ( J = 44 ) (^ = 88) (J — 108) 
“Very simple you will say, but let us make a little 
catalog of the things you must observe in this little 
passage which takes only a few seconds to play. Con¬ 
sidering them in order we must learn: 
Seventy-three notes. 
Thirteen marks of phrasing. 
Three' marks of tempo. 
Three important pedaling marks. 
Sixteen marks indicating a certain kind of touch. 
Nine marks pertaining to dynamics (cres., sf., etc ) 
editot-enty'three fingCrings sPecified by some painstaking 
Two significant pauses. 
An embellishment which must be properly interpreted 
And all in eight measures! Yet, the student has only 
skimmed over the surface of the measures. He must 
study the nature of the phrasing not indicated in the 
phrasing marks; he must know how the opening 
arpeggio is to be played; he must note the extent of 
the main theme before the second theme is introduced; 
in fact there are many things yet to be considered in 
this little passage of eight measures. Some people have 
the gift of observing, comprehending and fixing these 
technical and artistic points so that they are able to 
do the work in a much shorter time. These people are 
HOW CONCENTRATION helps memorizing. 
“Concentration helps immensely in memorizing— 
indeed it hardly seems necessary to mention this very 
obvious fact. One little device I have employed in 
memorizing may be of assistance to the student. In 
studying a new phrase with the view to fixing it in the 
mind one should not merely study the phrase alone 
but also part of the preceding phrase. The actor in 
studying his parts lays great stress upon his cues. 
He learns the last words of the previous speech so that 
the momefit he hears them his own lines come out 
automatically—that is without apparent thought or 
effort In memorizing I apply a similar method which 
seems to help me immensely in works of a compli¬ 
cated nature. In studying a new phrase I always com¬ 
mence in the middle of the previous phrase. For in¬ 
stance, in a section of the sonata to which we have 
just referred we find these two phrases: 
“TZ giVei-t? musical memory the same assisi 
recTtinThi ^ ^ aCt°r depends for his securit-v 1 reciting his lines on the stage. 
on tbfktKdeal.mayJf gained b-v watching the finger 
work of The°a.r- • °f ,C°UrSe this refers only to th Z LI ?T,St P'™ ^om memory. It ma 
with his ary ^ t lC outstart for the student to practic ZL lT aW?: fr°m the keyboard, but after th 
his eves wirr, Veme °f location he will find tha 
there is wmpti,- ge.rs °n tbe wr°ng notes. Howevei 
that becomes almS Jn»*16 aUraction of the keyboar 
help make the nla -S lypnot‘c an<J the eye learns t 
while at the same^m "!£re definite> more dependabh 
gaining tSre M^more^rS ^ v Artler!can art5sts ar 
No symbol of ou™ mu^l81" ™ m their own lanc 
wholesome and the Z P,rogr”,s. cou,d be mor 
efforts upon the bLinisT atZnrt t u J° Z™ *1 
with this chancre v?? at *lanc* ^as had much to d< 
witn tms change tn public musical appreciation” 
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The gravity of this question is immense. To thou¬ 
sands of young men and young women the answer 
may mean either complete life happiness or the agonies 
of mediocrity. No subject provokes more live com¬ 
ment in teaching bodies than that of giving school 
children means to help them make up their minds upon 
some life work for which they may be trained with 
hope of success. 
Teachers, everywhere, are sickened by the sight of 
thousands and thousands of students floating into this 
or that calling largely through chance, and usually 
without any study of their inborn fitness for any special 
trade, art or science. 
Indeed, how immense the gravity of the question 
really is may be found out by asking any jailkeeper 
who has risen above the lash, strait-jacket, dark cell 
or chain-and-ball level. Give a man in jail the right 
job, the right tool, the man’s just claim to the kind 
of work at which he can do best, and in marry cases 
the “hardened criminal” becomes an honest workman. 
When comes that wonderful day that shall shape 
our prisons into educational institutions. to make men 
better instead of worse, we shall doubtless find that 
one of the first things the jail directors will do will 
be to find out what the real talent, the real bent of 
the prisoner is and then let him exercise it for his 
own social and moral salvation. 
AN AVERAGE CASE. 
Have I real talent? Parents, teachers, individuals 
have overlooked this question far too long. The same 
course that happens all over the world every day of 
the year is reflected in music study. The usual plan 
of starting a young man out in life is this: The boy 
sees an advertisement in a daily paper. He answers 
it in person and learns that he can at once earn the 
fabulous sum of five dollars a week. Five dollars! 
His spending money has hitherto come to him in 
driblets of nickels and dimes. Five dollars! Why— 
he will be a Crcesus when Saturday night comes 
around. His employer notes that he has clean hands, 
a bright eye, and says “Yes, sir,” very pleasantly. 
Archibald (or is it Barney?) is started upon his life 
career. Will he find himself at fifty years hence in 
some trifling clerical situation scribbling away at musty 
books like Bob Cratchett in his tank-like room, or 
will he be the head of some great company? 
You pinch your under lip and mumble wisely, “That 
depends upon how hard he works.” “Not on your 
life!” answers the man who runs the freight elevator. 
He knows. He has seen man after man work hard, 
long and loyally for years and years only to find 
themselves very little nearer success at the end of 
the journey than they were at the start. The whole 
matter is determined by the boy’s natural fitness 
for his job. If the boy discovers that he cannot help 
making verse on his way to business in the morning, 
if he feels that he has more fun at noon drawing 
caricatures of his friends, if his evenings' are spent 
in striving to make an aeroplane out of a motorcycle, 
helped out by last year’s awnings, it might have been 
far better for that boy if he had never seen that ad¬ 
vertisement. 
The boy or the girl who has a mind to take music 
as a life work may well do some very deep thinking 
before taking the step. Let us take the case of a youth 
who had to make a decision without much outside 
help. He had studied music after the fashionable 
custom in his childhood, largely because it was believed 
that music was one of the refining accomplishments 
which every gentleman should possess. There was 
very little idea in the minds of his parents and guard¬ 
ians that music might have an educational influence 
upon his whole life that would bring out finer quali¬ 
ties and train his intellect along subtle lines that would 
benefit him in almost any occupation he might select. 
The question as to whether he had talent or had not 
talent was not considered. He was given a teacher 
who was for the most part a kind of pacemaker. To¬ 
gether they raced up and down the keyboard in scale 
after scale until the whole course seemed a kind of 
jumbled sea of black and white objects. Music was 
never mentioned. His juvenile outlook upon the tone 
world was that of unending waves of ivory and ebony. 
Later a guardian impudently demanded to hear a piece. 
This intrusion upon the teacher’s rights and methods 
was met with a prompt resignation. The next teacher 
this youth had was a very intelligent and sympathetic 
man, gifted in educational work although with scant 
ability as a pianist. He produced the pieces and before 
long the youth could play them with skill. 
At the age of thirteen or fourteen our young man 
was informed that his guardian had lost money very 
heavily t’hnd that he would have to earn something. 
The boy was then in high school and did not want 
to stop. He played no better than the average boy, 
but he had many friends and social opportunities 
among men and women of influence in a great metropo¬ 
lis. Furthermore, the young ladies of his acquaintance 
were very much impressed with his callow essays at 
Chopin Nocturnes, and the boy was not above their 
flattery. He thought: 
“Music is very attractive.” 
“Music makes me popular socially.” 
“Musicians seem to be very generally lauded.” 
“Music teachers seem to have a good social position 
and earn money easily.” 
“I probably like music very much.” 
“I am sure I like music very much.” 
“I shall try music teaching and see if I can make 
it pay.” 
HOW THE BOY BEGAN. 
The consequence was that the boy took a few pupils, 
or shall we call them victims? He had a natural gift 
for teaching which might have been applied to any 
phase of educational work. Soon the pupils com¬ 
menced to run away with him. He found that he 
would have to study more, very much more, himself 
in order to keep up with his pupils. Accordingly he 
secured the services of celebrated teachers in his-own 
city and later went abroad to learn from distinguished 
masters in the Old World. He loved music and made 
many friends among the great musicians of the day. 
He was very successful in teaching largely because 
of his natural gifts in administration, etc. 
In all this time there had been no really intelligent 
examination of that boy’s real fitness for music. No 
one had ever attempted to find out whether he had 
real .talent—that is, the great musical ability which 
would make him an outstanding figure in the musical 
world. 
The boy grew older and began to think. He had 
had what might be called a very fine musical training. 
Finer perhaps because he had dug it out himself and 
paid for it with money he had earn*ed. He found that 
he could write music that people liked well enough to 
purchase in large quantities. He directed several 
choirs, played the organ in prominent churches, gave 
successful lecture recitals and produced pupils who in 
turn became successful teachers. One might say that 
this case was certainly not one of mistaken or' ill- 
chosen vocation. However, a good income and other 
evidences of material success do not always indicate 
that the individual has found that phase of work at 
which he could achieve the greatest triumphs. 
The boy we are discussing found that he could 
write. Naturally, he at first wrote on musical subjects, 
as he knew more about music than anything else. 
Soon he found that his writing attracted more atten¬ 
tion than all his musical attainments. His gift was 
obviously with the pen. He was not naturally a musician. 
His bent was writing. This discovery came as a sur¬ 
prise. Then he saw that others who were genuinely 
gifted in music could produce certain kinds of musical 
work in much shorter time and with far less effort. 
Most every one has musical gifts to a degree. Very 
few have them to a pronounced degree. Properly 
speaking, those who have musical talent of the most 
pronounced kind are the only ones who should really 
be encouraged to become professional musicians. 
Many very fine teachers have not had unusual musical 
gifts. In fact, some of the finest musical instructors 
have, through a peculiar balance of business ability, 
personality, common sense, general breadth and peda¬ 
gogical fitness, eclipsed musicians with real genius for 
the art. Fortunately. for the individual we have been 
discussing, he was enabled to utilize his comprehensive 
musical training, teaching experience and natural talent 
for making words do his bidding by becoming the 
editor of a famous musical paper. Possibly an early 
discovery of his ability to write might have resulted in 
a wholly different career. 
The most perplexing question for the teacher and 
the student alike is, “How can the musical talent of 
an individual be discovered or determined?” Du 
Maurier was a man past middle life when it was re¬ 
vealed that he was more skillful with his pen than 
with his crayon. A similar transfer is much less likely 
to occur in music because music requires a long- 
special technical training. It is very necessary, then, 
that musical talent be discovered as early in life as 
possible. The great difficulty is how to discover it. 
Many celebrated teachers have in the past pronounced 
applicants quite without talent and then lived to see 
these rejected students become masters. If experts 
have so much trouble in finding out whether a student 
has talent, how may he hope to get success from other 
sources? 
In music we have three fairly well-defined divisions 
of activity in any one of which a musician may suc¬ 
ceed without winning laurels in one of the other 
branches. These are: 
I. The creative branch. 
II. The interpretative branch. 
III. The pedagogical branch. 
The student should first of all consider what part 
of musical work is most to his liking and then try 
to determine whether his talent for that part is mani¬ 
fest. The degree of talent is something which can 
only be determined after the student has made a fair 
start. Then his degree of progress should be com¬ 
pared with the best models. Because pretty Pansy 
Perkins sings “ever so much better” than old. Miss 
Jones, who has held the soprano position in the Sim- 
kinsville M. E. Church for forty years does not decide 
the degree of Pansy’s accomplishment or talent. In 
justice to her she should be compared to Patti, Melba 
or Sembrich as they might have sung at a similar age. 
The comparing, moreover, should be done by some 
expert disinterested listener who is too conscientious 
to base his judgment upon hearing one or more songs. 
In any event, no standard can be too high. 
THE REAL TEST. 
Evidence of work accomplished is perhaps the best 
method of determining whether or not the student’s 
talent and his industry are sufficient to warrant suc¬ 
cess. In this the quality of the work is the one great 
consideration. One might play a simple Song without 
Words by Mendelssohn in a manner that would reveal 
far more musical talent than a much bungled Rhapsody 
of Liszt. It is impossible for any expert, no matter 
how experienced, to render a competent opinion in 
matters of this kind without hearing the student in 
person and then pondering over the matter for several 
days. A personal audition' is absolutely necessary, 
except in the case of musical theory. It is next to 
impossible to diagnose musical talent through corre¬ 
spondence any more than the best physician could 
diagnose a disease by reading some of the suspicions 
of the sufferer. 
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IF? 
If after a year or so of earnest musical work you 
find: 
1. That your sense of hearing is remarkably good 
and that it is capable of development so that you can 
immediately identify chords and intervals the moment 
you hear them. (Not necessarily from the standpoint 
of absolute pitch.) • 
2. That you find music the uppermost thought in 
your mind, day and night, that all your hopes, wishes, 
ambitions center in music, that it is the greatest thing 
in your life, the keenest of all your joys. 
3. That your progress in your art compares with that 
made by great masters of whom you have read, who 
worked at an age corresponding to yours. 
4. That you find yourself continually reaching out 
for new and better ways of securing results. 
5. That candid and experienced critics find real in¬ 
terest in your work—then you may be somewhere near 
determining for yourself whether you have that won¬ 
derful thing known as real musical talent. 
There are students who imagine that a catalogue of 
music they have played to their own satisfaction should 
indicate talent. It is, indeed, the custom of these good 
people to send lists of pieces they have studied to noted 
musicians and hope for some appraisal of their talent. 
None but a charletan would advise them by means 
of such a representation, as only by hearing the indi¬ 
vidual play can one reach any honest conclusion. There¬ 
fore, do not write to musicians who cannot hear you 
and expect an estimate of your musical talent. To 
do so is to waste your time and be duped in the bargain. 
LEADING THE PUPIL TO SEE THE BEAUTY 
OF IT ALL. 
BY EMMELINE S. BEATTY. 
Could you imagine a great artist taking a class of 
young painters through the Louvre and pointing out 
the chemical nature of the pigments of Rubens, the 
texture of the canvas of Rembrandt, or the picture 
frames of Van Dyke and at the same time forgetting 
to say anything about the beauty of the great master¬ 
pieces of the brush? 
The pupil looks to music for the beauty of it. If 
the teacher can reveal the exquisite manner in which a 
musical principle is developed he will excite the latent 
artistic enthusiasm of the child. The desire to “see 
the wheels go round” is primitive. Children want to 
“know how.” Cheat them out of this and they will 
resent it by lack of interest. 
The diatonic scale taught as one of the initial neces¬ 
sities for good playing, is a most uninteresting study 
to the beginner. Why? Because he does not yet 
understand that to know the vital rule governing all 
major scales, and the vital rule governing all minor 
scales means the power to build for himself the 
sequence of scales without further aid. Where the 
average teacher makes a mistake is in teaching the 
scales by arbitrary rules of practice without bringing 
to the vision of the student the beauty of building upon 
established rules which will not lead him astray. Why 
not equip the student and start him on his own voyage 
Of discovery? 
Chords are built on the most solid foundations, and 
the student entering the field of counterpoint, harmony 
and composition, finds the science of chords to be the 
fundamental of all composition. The common-chord 
(triad), of any key is composed of the key-note, its 
third and its fifth. It adds no harmony to play the 
upper tonic (the eighth degree of the scale) in com¬ 
bination, but a sense of completion—of having reached 
a resting place, is the result. Hence most compositions 
end with the eighth uppermost. Many composers end 
with the third uppermost, and the tonic in the bass 
(rarely the fifth uppermost inclosing) and the truly 
musical soul welcomes this pleasing variation. But the 
ending is always on the common chord. Each note of 
the scale, having its own part to perform, is named 
accordingly. The seventh from the tonic, for example, 
in major or minor progression is known as “the lead¬ 
ing tone.” To stop on the seventh in playing the scale 
gives a sense of incompleteness and we are conscious 
of a lack of fullness. We naturally crave the assist¬ 
ance of the eighth to give us rest. The “leading tone,” 
therefore, is so called because it strains upward, leading 
into the tonic. What a subtle ring of a restful, joyous 
confidence in Browning’s words “’tis we musicians 
know.” 
THE ETUDE 
DIAGNOSING THE TALENTS OF THE NEW 
PUPIL. 
AN INTERESTING ASPECT OF THE 
ROMANCES OF FREDERIC 
CHOPIN. 
BY HUGH A. KELSO. 
Musical talent is, after all, a high manifestation of 
the ability to hear musical sounds, supplemented by the 
ability to feel and the ability to see. 
Feeling is represented in two ways: 
First. Through the emotions. 
Second. Through the kinaesthetic or the sense of 
muscular effort. 
By exercising the hearing, seeing and feeling facul¬ 
ties, the structure of the brain cells may be so modified 
as to increase their capabilities. Thus talent may be 
extended. 
It is the business of the teacher to know the pupil; 
to understand the internal workings of his mind; his 
process of remembering; the condition of his will— 
whether it is healthy, unhealthy, explosive, obstructed 
or perverse; his type of decision—whether it is ra¬ 
tional, emotional, premature or effort type; his physical 
condition—whether his muscles are lymphatic or irrita¬ 
ble. 
This knowledge enables the teacher to know what to 
give, when to give it, and how to give it, to the best 
advantage of the pupil. It may be obtained as follows: 
VISUAL TESTS. 
Visual mental images may be tested by requiring the 
pupil to describe as minutely as possible the shape and 
contents of a room recently seen; or of clothing, color 
of eyes and hair of a person recently' seen; or of a 
figured design of a cover of a book or magazine. 
After which apply the visual tests to a musical phrase. 
Require the student, after one look, to write on ruled 
music paper the signature, the notes, the rests and 
marks of expression—all details which are left as men¬ 
tal images. For beginners who do not understand 
musical notation, easy examples must be used. A stu¬ 
dent who knows how to use his eyes will do wonders 
with one look at the music, while a second and even 
a third look is necessary for some not so highly de¬ 
veloped to see consciously. 
AURAL TESTS. 
Aural images may be tested by requiring the pupil 
to name without looking at the keyboard, the various 
notes within the compass of two octaves sounded in¬ 
discriminately by the teacher. Begin with various 
tones of the scale of C major, then follow with more 
complicated skips. After the faculty of naming the 
given tones correctly has been acquired the pupil 
should sing, hum or whistle the notes named by the 
teacher. 
KINAESTHETIC OR TACTILE TESTS. 
Kinaesthetic images involve a consciousness of joint 
sensations which arise from surfaces such as those of 
articular cartilage, tendons, ligaments, and the skin 
around the joints. They are mental copies of the feel¬ 
ings-arising from the various positions in wheih these 
are squeezed; they enable the pianist to measure the 
distance,, the hand, arm, wrist and fingers’ move. 
Here is my definition of technic, one which I have 
used for the past fifteen years and have never seen it 
in print, namely: Technic is the ability to register kin- 
ccslhctic mental pictures. 
TESTS. 
There are two sets of kinaesthetic sensations which 
shoqld be cultivated by two ways of practice. First, 
with closed eyes, play one note with the thumb, then 
with the fifth finger reached out towards the note to 
be played, slide the thumb on the surface of the keys 
an octave of. two until the fifth finger is over its key; 
then slide the fifth finger when the thumb is to play; 
by this means the sensations arising from the thumb 
and fifth fipger sliding on the keys will be added to 
the mental cue, which regulates the distance the hand 
moves.. The second way depends entirely upon joint 
sense. With closed eyes play the thumb and- fifth 
finger alternately with a bounding movement on each 
key; employ any skip from one to three octaves 
The attention of the mind must first be directed to 
the visual, image of the distance on the keyboard, then 
to the joint sensations, which measure the exact dis¬ 
tance. 
By these experiments the teacher may measure the 
BY BEULAH WINTON SICKLES. 
Much has been said about Chopin’s love affairs, but 
the truth is he was never really in love in his life. 
He had many infatuations but preferred his dreams 
and ideals of the beautiful ladies, who pleased his 
fancy, to the reality. The first woman of any note 
to attract his attention was Constantia Gladowska, 
whom he met when she was studying singing at the 
Warsaw Conservatoire. She was a sweet and pretty 
girl, but Chopin, while seeing her every day and easily 
able to secure an introduction, preferred to embody 
her in his music and to write of his passion for her 
in romantic fashion—“He will fly! No! To fly will be 
to die among strangers in a foreign land.” At last he 
decides to die at home and have his friends carry 
Constantia the message—“Even after death my ashes 
shall be strewn beneath thy feet.” It is a well estab¬ 
lished fact Constantia gave Chopin a ring, but this was 
probably given to help the bashful lover a little. It 
failed to accomplish its intent for Chopin could not 
be allured from his dreams, and, during the Revolution 
he wrote of Constantia—“What happened to her? Pov¬ 
erty stricken! Perhaps in the hands of the Muscovite 
soldiers! Ah, my life! Here I am, alone, come to 
me, I will wipe away your tears, will heal your wounds 
of the present by recalling the past;” as for Constantia, 
she was neither murdered nor strangled by the Mus¬ 
covites and the following year she married a more prac¬ 
tical lover, a Warsavy merchant. 
Marie (sister of Count Wadzinski, of the Polish 
colony in Paris) next won Chopin’s heart, but he was 
content to dedicate a few waltzes to her and to allow 
her image to inspire his improvisations. The last one 
is George Sand, that strange attachment between two 
people of such different natures and characters. George 
Sand was neither beautiful nor pleasing in manner, but 
she possessed traits of character which were wholly 
lacking in Chopin—strength of will and decisiveness. 
Moreover, she was his senior, and her affection for 
Chopin was rather that of a mother than that of a 
woman for her lover. It may have begun, on her part, 
with an impulse of conquest, but it deepened into a 
close relation of comradeship and pity for the poor 
art,j~~P°°r m tbe sense of failing health not worldly 
MANDOLINS AND CAMELIAS. 
The visit to the island of Majorca has generally been 
spoken of as a sort of honeymoon spent by the sighing 
overs, amid the music of guitars and mandolins and 
the perfume of sweet scented flowers. In truth. George 
an ook her son and daughter to Majorca, hoping the 
warm climate would cure her son of rheumatism. About 
t,*"e Chopin’s physicians ordered him to winter 
nnrn h t0 arrfSt his growinS chest trouble. The 
ravelin5 C°mbined to ^lay the lonesomeness of 
traveling among strangers. T0 George Sand, Chopin 
™a °mP®n,on> a" adult with whom she could con- 
and euardian°PITl,^e0rge Sand WaS a sort of parent 
was Sit T'S sl,pP0Scd flight of tender lovers 
SandVnaiyf Pr<£fded by as much foresight on George 
herself "and childrem'" * *S f°r ‘he trUnks °f 
horror ^hinw^* jCh°^1” s,ayed became a place of 
the landlord finallydur^ed'hW^lut every luxury), and Chonin’s mm„i • turned him out when he could stand 
hirn n cared f'T’"^ ”° '°nger' Conroe Sand took 
ally Sw bed of himnUrSed him’ but even sbe «radu‘ 
STtHe^S oTonhd 'TTS* h" daUgh‘"’ 
first 
her.end a ^sh5paShnhtd 
hen thaT deprived S° d'p'"dent UP°n 
ally grew worse thP -,«• ? ,a'n'nS Presence he gradu- 
death ’ 6 affa,r> undoubtedly hastening his 
bed°hmeesaTdC“s°hPennneVer her but d>'^ 
oy mese experi ents the teacher ay easure the but hers” She did 1 shoU,d die in no arms 
rT6 PUP, ' 3ud thr°Ugh this knowledge accom- dying but was exdnZTVV66 Ch°pin whi,e he was 
Plish better results than is done by haphazard work. ' who held the m s t '?'5 JeaIous PUP>T Gutman, 
wnue he drew his last breath. 
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HE subject of trans¬ 
posing, upon which 
I have been invited 
to write, is not one I 
should have chosen 
of my own accord, 
for it will lay bare 
all my reader’s weak 
places. I am often asked: 
“How can I learn to 
transpose a song?” to 
which query I always re¬ 
ply with another: “Are 
you a good sight-reader?” 
The answer is always: “Not very.” Few 
have the honesty to own that they— 
that is 90 per cent, of amateurs and SO 
i per cent, of professionals—are wretchedly bad 
readers. But my retort is obvious: “If you 
can hardly read a thing as it is written, how 
can you possibly be able to read it as it is not 
written ?” Whereupon my questioner goes away dis¬ 
comfited and humiliated. 
HELP IN SIGHT READING. 
Now I do not like humiliating people; it is my busi¬ 
ness to try and improve them; let us see if we cannot 
help them a bit in spite of all. To do that we must be 
sure that we understand the conditions of the problem. 
Firstly, why is sight-reading so difficult and why do 
we master it so ill? The reason is that the signs we 
use to represent sounds are all variable in their mean¬ 
ing and every one depends upon some other for its 
interpretation. Just as you can only tell whether the 
word “read” is to be pronounced “reed” or “red” by the 
context, so in music the simple succession of notes; 
may take nine different forms according to whether 
either of the notes is sharp, flat or natural. The eye 
easily learns to associate these notes with the white 
keys of the piano, but it resents looking at the sign 
for A and having to play the note next to the right 
or left of it. Still, the artifice of “key-signature” 
enables us, after much toil, to surmount this difficulty, 
only to present us with another. The inadequacy of the 
signature to a minor key necessitates the frequent use 
of accidentals, and here the eye is baffled perpetually. 
In reading such a phrase as 
along been effecting partial transposition in reading; 
we now transpose everything and doubly transpose all 
the flats and sharps. The notes hardly appeal to the 
eye at all and we are baffled again. 
Let us see now how people have endeavored to solve 
this problem. There are three classes who may require 
to do so; those who copy music, those who sing it and 
those who perform it. The first two are easily dis- 
posed of; the copyist must have some knowledge of 
elementary harmony, without which he cannot even 
transpose a song from the key of E to that of E flat. 
The singer is positively at an advantage when possessing 
no sense of pitch: it is as easy to sing in one key 
as in another. Indeed it is only to pander to the weak¬ 
ness of the singer that the instrumentalist ever needs 
to transpose at all. Next, instrumentalists are of two 
kinds; orchestral instrument players and pianists, or 
organists. The former who seldom need to transpose 
are always taught the art and learn it very badly, the 
latter, who frequently require to do it, are never taught 
and seldom acquire it at all. 
HOW TO GO ABOUT IT. 
Now there is a right way and a wrong way of doing 
everything and if you trust to instinct experience 
shows that you are nearly certain to choose the wrong 
way. The French have a most elaborate method of 
teaching reading and transposition based up a mis-use 
of the various musical clefs and starting from the 
following fallacy. 
the Gif at the end of the bar is certain to be played 
Gb unless we listen to the notes as well as look at them. 
In the case of a double sharp or double flat the difficulty 
of retaining the alteration is still greater. Yet, again, 
constant practice enables some of us to learn to read 
even in the extremest minor keys. But how much more 
difficult is it when all the notes of a piece are thus 
shifted one step to the right or left! We have all 
If this blank stave be shown to any persons who 
have learnt a little about music and they are asked the 
name of the top line, say, they will answer F. Of 
course the person who has learnt a little more about 
music will see that the answer should be “It is im¬ 
possible to tell.” The French method is to regard the 
five lines as representing the notes from Treble E to 
Treble F and all other staves, as arbitrary alterations of 
this. This is both unscientific and mischievous. 
Musical notation can only be properly learnt on the 
basis of a Great Stave working up and down from 
middle C. The French do indeed teach transposition 
by means of clefs, but it is a laborious process, the re¬ 
sults of which are very vague, for while knowledge of 
the clefs familiarizes the eye with 
various sets of note-names it leaves 
the matter of sharp, flat and natural 
as hazy as ever. To transpose, say, 
from G to F by imagining yourself 
to’ be employing the Tenor clef in¬ 
stead of the Treble involves remem¬ 
bering that the semitones are now 
differently placed and that the music 
is an octave higher than it appears 
to be. But a far more fatal objec¬ 
tion than even this is that the two 
hands of the piano, already in two 
different clefs, are transposing differ¬ 
ently, for to make the Bass a note 
lower we should have to employ the 
Alto clef. This is quite impossible 
and as a matter of fact I find that 
pianists who profess to transpose by 
imaginary substitution of clefs do 
not really do so. for both hands, hut 
they transpose the treble and make 
a guess at the bass. The method is 
therefore faulty and of very little 
use. 
A LESSON FROM THE BLIND. 
If you are ever so fortunate as to know, a blind 
musician you will learn many things you did not know 
before and among them the true and only way of 
transposing. This is by ear. Do you ever play by 
ear? I don’t mean drumming over a piece till your 
fingers can play it automatically, but do you ever play 
anything that you have only heard and not seen? I 
dare say not, but if you have you will find not the 
slightest difficulty in playing it in any key whatever. 
Clearly then the eye is of no assistance in transposing 
and the blind man is better off than the person with 
sight. And—when you have learnt to read, not before 
that time—the sooner you learn to dispense with the use 
of your eyes in music the better for you. Try now a 
simple experiment. If you care for music at all there 
ihust be some tune—Old Folks at Home, Yankee Doodle, 
what you will—that you can sing by heart. Play it, 
first in the key of C, then ill G then in D, and so on 
until you have gone the round of the twelve keys. Do 
this with all the tunes you know, it will not take long. 
During this experiment you will make the discovery 
that the more you listen the more easily you will get the 
tune right in the extreme keys. It will be a help, too, 
to preface each new version of the tune by just run¬ 
ning over the scale of the fresh key. Where you have 
succeeded in thus transposing a few tunes by ear you 
may try to do some reading them at the same tinfe. 
Get a hook of airs for the violin or cornet or songs that 
have been written without accompaniment and now 
try a different experiment. To transpose these info 
keys a fourth or a fifth away is a thing you would 
never need to do and it is excessively difficult. But, 
encouraged by your previous practice, you will no,w 
find it perfectly possible to play these in any key from 
a semitone to a major third higher or lower and this 
is all you would ever want. It will be found that so 
long as you regard the printed notes as merely rough 
indications of the distance between notes you will be 
' able to play correctly, provided always you retain in t 
your mind the scale of the new key. Just so, long as 
your mind is gpverned by the ear you will iifld little 
difficulty. Relax that attention and let the eye assume 
control—you will play wrong notes immediately. 
Only when this much is achieved may you dare to 
approach the real object of your striving, the trans¬ 
position of a song accompaniment. If you are. one of 
those people who never really read or hear the bass 
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of music, but allow the left hand to make shots at it, 
you may pass over this article; I cannot pretend to 
help you. But if you really can read the bass clef as 
well as the treble then we may venture on our next 
step. 
For this a book of hymns written in four-part score 
is the best. Take a few hymns that you know and try 
transposing them the whole round of the keys, as we 
did with just tunes. This had better be done without 
any reference to the copy, except at first; you had 
better get the whole thing by heart. When you can 
achieve this proceed to repeat our second experiment; 
that is, play the hymn a note or so higher or lower with 
the copy before you. The moment the eye tries to read 
both treble and bass the additional labor of transposing 
becomes too much and you will make mistakes. When¬ 
ever this occurs shut you eyes and think of the scale of 
the key you are trying to play in. If this is too much 
mental effort stop and play that scale (just one octave 
of it, quickly). All this will coax your ear to do its 
duty and take charge of the whole affair. And now 
you will be able to understand how it is that blind 
people do so well with their music. 
THE REAL DIFFICULTY. 
When we have succeeded thus far it will not be found 
a very difficult step to play the accompaniment to a 
simple song. The whole thing depends upon keeping 
in mind the new key we ate playing in. 
But where this changes! 
Here is the real hard thing in transposition. The orig¬ 
inal was in G, let us say, and modulates to B minor or 
D major. Your transposed version is in F and how are 
you going to tell what key it modulates to? To tell 
you the truth I don’t think you will ever be able to 
spare brain enough for this until you are a much better 
•musician than you are, but at least you ear will help you 
to the following extent. 
The actual harmonies employed in song-accompani¬ 
ments are not very numerous nor difficult to grasp. If 
you will teach yourself to play a few successions of 
chords like the following: 
and, having committed the sound of them to memory, 
if you will play them in all the twelve keys, you will 
be prepared to encounter them in a song. And still more 
forcibly will it be brought home to you that so long 
as you memorize the sound of what you are wanting 
to play you will succeed, but if you allow the eye to 
control the matter chaos results. 
ALL MAY TRANSPOSE. 
I believe there is nothing in all that I have here de¬ 
scribed. which is beyond the powers of the humblest 
amateur; I have known a good many to learn the art of 
transposing thoroughly by just these methods and the 
only requirement is that they shall care to take the 
trouble. For I must remind you that the reason why 
the musician rather looks down upon the amateur is that 
the former does not grudge trouble for the art in which 
he is interested and the latter does. The true amateur 
is one who wants to achieve results without labor. 
Don’t be a true amateur, I beg of you. If you were to 
take half the trouble about your music that you do 
about golf or base ball or chiffons you would become 
a real musician. I can assure you it is good enough. 
THE ETUDE 
HOW THE MUSIC TEACHER MAY KEEP IN 
HEALTH. 
BY ANNE GUILBERT MAHON. 
The manager of a big American railroad recently 
had occasion to send a gang of men out into desolate, 
swampy country to accomplish some construction work 
under conditions in which they would be exposed to 
malaria. A generation ago the men would have been 
sent with no special provision other than a stock 
of quinine, or some such medicine, and the delay, to 
say nothing of the misery, caused by sickness among 
them would have been regarded as the inevitable re¬ 
sult of “conditions.” The modern manager, however, 
“thought different.” He sent a doctor along with the 
men not merely to cure any sickness that came, but 
to prevent any sickness from coming, with the result 
that not a single man fell ill. On the contrary, many 
of the men came back in better health than they went 
out. In consequence of these measures the work was 
accomplished without suffering, in less time, and with 
greater efficiency than anybody expected, and the extra 
expense of having a doctor in attendance was over¬ 
whelmingly justified. 
The moral for the music teacher in this little in¬ 
cident is obvious. The conditions, of course, are not 
quite the same—the teacher does not have to give 
lessons in the middle of a swamp—but all teaching 
involves more or less nerve strain, loss of vitality and 
magnetism, and this means a corresponding loss of 
efficiency in one’s work. This loss of efficiency can 
be avoided by carefully studying the conditions under 
which the work is to be done, and taking proper steps 
to recuperate from the effects of an expenditure of 
energy. This is all the more necessary because the 
steps to be taken are simple ones, involving little effort. 
bending forward supervising pupils’ efforts, there is 
the exercise called “The Swimming Movement.” This 
consists in placing1 the hands on the chest, palms facing 
outward, elbows pointing straight out on a level from 
the shoulders, then flinging the arms outward to de¬ 
scribe a circle as in swimming. 
There are many excellent books and pamphlets fo 
be procured at trifling cost which contain valuable 
directions for the various kinds of exercises. It will 
pay the teacher to procure a good one and then 
select and practice those exercises which are especially 
needed in his own case. 
The teacher should also try to get as much exercise 
as possible in the open air each day. Even those who 
are confined all day in the studio can take a brisk 
walk morning and evening, practicing deep breathing 
all the while. If outdoor sports such as golf, tennis, 
bicycling and others can be enjoyed during leisure 
hours or at the end of the day’s work, this will be so 
much the better. Even a half hour’s ride in an open 
trolley car will give one plenty of fresh air to breathe 
and refresh tired nerves to an astonishing degree- 
but, of course, it must be an open trolley, for the 
obtaining of the fresh air is the object to be sought 
after. 
TEACHER WHO GOES FROM HOUSE TO HOUSE. 
Those teachers who go from house to house giving 
lessons must take special care that on stormy days 
they do not contract colds or more serious illness by 
sitting in damp garments. Provision for the rainy 
days should be made by wearing high storm boots and 
substantial raincoats which envelop one from head to 
foot. Thus protected, the inside garments stand little 
chance of a wetting, and the raincoat and rubbers can 
be dried before the kitchen fire while the lesson is in 
progress. This may seem a trifle, but sometimes very T„ ft,„ t , , * . ’ -° - umc u i v
in the first place teaching (at least, teaching piano serious consequences ensue from neglect in this respect. 
lu orgran) IS a SPnP.ntarv nrniriptinn on/1 fn on'_i__ ii. . and r ) is sedentary occupatio , a d to counter¬ 
act the effects of nervous strain and sedentary em¬ 
ployment, exercise in the fresh air is necessary. With 
the exception of walking, it is often hard for teachers 
to obtain the necessary exercise. These teachers should 
make a practice of standing whenever they can, in 
order to counteract the bad effects of sitting too much. 
Very often one can teach standing as well as sitting, 
and it is wise to alternate these positions as much as 
possible. 
DEMAND GOOD VENTILATION. 
There should be good ventilation in the studio, so 
that there is a current of fresh air in the room at all 
times, for nothing tires one out so completely as 
breathing stale, vitiated air, especially when one is ex¬ 
pending nervous force in teaching. Between lesson 
periods the windows should be opened and the room 
given a thorough airing. The teacher may derive 
great benefit at such times by going through a series 
of deep breathing exercises, standing in an erect posi¬ 
tion before the open window, inhaling slowly and 
deeply through the nose, holding the breath for a 
second or two, and then exhaling very slowly and 
evenly through the nose or through the slightly parted 
lips 
One teacher attributed a severe attack of pneumonia 
to being out one day without rubbers or sufficient pro¬ 
tection against the storm and having to sit for several 
hours in wet clothing until she was chilled to the bone. 
On reaching home she was taken with a hard chill and 
the attack of pneumonia followed, entailing disastrous 
results in the way of lost lessons, expenses of illness 
and in leaving her weak and impaired in health for 
many months. 
The teacher needs plenty of healthful recreation and 
diversion One who teaches all day should, if possible, 
devote the evening to absolute recreation, doing as 
inclination dictates and putting aside all thought of 
work and duty. Reading an entertaining book in which 
one can lose oneself completely, attending a really good 
p ay or concert, are wonderfully in their effects in 
" "ulngr°neS ?utlook an<1 making a gray, monotonous 
ZZl- °f r°Utl"e °”e °f brightness and happiness. 
whoksnmS Tre beneficlaI.to nerve strain than pleasant. 
Tnd mak« dlVe™°n’ wbich ‘akes one out of oneself 
and makes one forget the trials, perplexities and hard- 
|Ot> though of course such diversion shraiM nm • i— I course such diversion 
or indigestibleV°foVod ^ " ** Partakin* of rkh 
SPtT ?JT1 ieAiire?.»™. n^d rest and plenty of ps. it The teacher dneea  
If possible, the teacher should also go through a few good, wholesome re^reshS” i* ^ e'ght h°UrS °f 
ceruses to counteract the effect of too much sitting. well ventilate . ’ el_reshmS. sleep, in a comfortable, exercises to counteract the effect of too uch sitting. ell ventilated room everv niVbr^wl! 3 ■C°-m 
These exercises will take but a few moments yet be to do so on 7 ” S. When rt ls 
truly marvelous in their effects * * 
.- -- .0 refreshment and 
mvigoration at the time and permanent benefit to the 
health and carriage of the body. Here are a few simple 
ones which can be practiced to advantage: 
Standing in erect position, heels close together, toes 
pointing out, with arms down at the sides; swing the 
arms forward and up, keeping them straight and 
parallel, until they reach high over the head. Stretch 
as high as you can for a moment, then bring arms 
down and backward, describing a circle. This is one 
of the arm circumduction -exercises and is a spendid 
one for the whole body, strengthening all the muscles 
and stretching and invigorating the organs which have 
become cramped by sitting. 
Standing erect with hands resting on hips, or clasped 
at the back of the neck, bend the body forward and 
backward (being careful to bend back only a little and 
+o do it slowly, making the movement- really a raising 
Q„_I -f ” uni it IS possible 
the tellerVfeeltln!S Wl1' d° wonders toward making 
duties and pleasures d y ” ComC3 Wllh ,ts vaned 
one's^healtin PlimU’of’L’j efcmial for conserving 
with „ .buudancfol'SS". f?>d- 
necessary. The daily bath and ,lain t veSe,abIes 15 
importance. er’ ^ *s one t^le greatest 
See to it that you keep up your health, teachers! 
°f fCarrymgthe head back with k)- Bend nations themselves which °,f 'angua8es- but rather the 
the body first to one side, then to the other; then twist the languages thev H dfrerm,ne ‘he character of 
it slowly from center first to right, then to left. In are constantly in a da/T' ,M°reover. these languages 
these trunk exercises the knees should be kept rigid ner, it is not the °f change' In similar man- 
and the movement come from the hips alone. These the music of to-dlv^W ** °l t0neS who have erected 
exercises strengthen weak waist muscles and benefit merely fixed and estahr v, ^ * is who have 
"rg?ns’ as wel1 as g’ving suppleness of all people—the sokifl That the universal feeling 
through the discernment * e muse~has recognized 
h*™.- cernment common to all.—Eduard 
and poise to the body. 
To counteract round shoulders caused by too much Hanslick. 
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M|I How to Devise Natural Fingerings mm 
mM By ROBERT W. WILKES ill 
lil .['ll H. 
The principles underlying the different fingerings 
used in piano music merit much more attention than 
they oftentimes receive, for upon the choice of a good 
or a poor fingering depends to a great extent the gen¬ 
eral effect of the passages that are played. It has 
repeatedly been the experience of the writer that when 
a poor fingering is used wrong notes are played, or 
that the tempo is too slow, or that wrong accents are 
given, or that the expression or tone quality suffers. 
But the slightest change in the fingering often effects 
a great improvement. 
In the present article some of the principles under¬ 
lying the different fingerings will be given and a prac¬ 
tical application of these principles will be drawn from 
some of the most popular teaching pieces. 
THE NATURAL SPAN OF THE FINGERS. 
One of the most elementary rules is that, under 
ordinary conditions, the hand and the fingers should 
be placed as nearly as possible in a natural, easy posi¬ 
tion. For instance, as a general rule a pupil should not 
be allowed to use this fingering: 
The third finger on E'would ordinarily be incorrect, 
but would here be preferable, so that the fourth finger 
may be available for the F. 
But this elementary rule will not detain us any longer, 
and we will now pass on to further problems. 
THE FOURTH AND FIFTH FINGERS IN 
COMBINATION. ’ 
Every pianist is familiar with the fact that decidedly 
the weakest combination of fingers is the fourth and 
fifth. Now, although it is very often desirable to use 
freely this weak combination in exercises, in order that 
these fingers may more nearly approach the strength 
and dexterity of the other fingers, still this combina¬ 
tion should be avoided as much as possible in pieces. 
For example, in the first measure of the popular 
first-grade piece, The Merry Bobolink, by Krogmann, 
we find the following: 
Very often a pupil will carelessly use a fingering 
similar to these and make no mistake in the notes. 
But after practicing the passage for one or two weeks 
it will usually be found that a change in the notes has 
taken place, due to an unconscious return of the fingers 
to a more natural position. Thus in case A the chord 
will often be changed to 
These arpeggios would tend to become: 
In these cases even if an actual change of notes is 
not distinctly made, it will very often happen that the 
finger used incorrectly will strike two keys at once, 
playing both the note that is written and the note that 
it would naturally take. 
Of course the rule will admit of exceptions; for 
instance, in the following example; 
because, if the first and third fingers are put on E and 
Ci, the fifth finger will naturally play B; or if the first 
finger is put on F. and the fifth finger on C, the third 
finger will naturally take A. 
In case B, in like manner, the chord will often be 
changed to 
These cases, of course, depend upon the fact that, 
owing to the conformation and structure of the hand, 
it is easier to extend the thumb than any other finger. 
Similarly it is not advisable to allow a pupil to finger 
thus; 
It will be observed that the weak combination of 
fourth and fifth fingers is used on G, A, G. It would 
become easier for the pupil if the passage were marked 
first finger on E, in which case the weak combination 
would not be used at all. 
Similarly in the popular Hunting Song by Gurlitt, 
Op. 101, No. 19, page 2, the fingering in the following 
passage, 
would be improved if the E flat were taken with the 
second finger. In fact, all through the second page 
of this piece the weak combination of the fourth and 
fifth fingers is, in the opinion of the writer, used entirely 
unnecessarily. 
It is really surprising how often the weak combina¬ 
tion is used without justification. 
For instance, in Dorothy, by Seymour Smith, fourth 
measure, we find: 
I think the following fingering would be preferable for 
more than one reason. 
In Les Sylphes, by Bachmann, at the beginning of the 
second theme the fingering in parenthesis would, I 
believe, greatly facilitate the passage. 
Such examples as these are common both in edited 
and in unedited pieces, and seem to indicate that the 
fingering of the editor or composer is often done care¬ 
lessly or with a lack of appreciation of the underlying 
principles. 
PRACTICAL PRACTICE POINTERS. 
BY GEORGE HAHN. 
“Practice Makes Perfect,” what damage has this an¬ 
cient and venerated saw done to music students. Prac¬ 
tice of the right kind undoubtedly does make perfect 
but practice without a common sense system, logical 
planning, or recognition of the rules that make for pro¬ 
gress, will inevitably lead to disappointment. Hutry 
through a few Mozart Sonatas, “just to get an idea 
of them,” scramble through a Liszt Rhapsody “just to 
see what it is like,” play your scales and arpeggios to 
put in time and not with the definite purpose of real 
technical accomplishment and your practice will make a 
perfect failure of you. The chief difficulty of the 
student is that of getting fixed in his mind just what is 
genuine practice and what is not. 
Genuine practice for progress consists in meeting an 
obstacle—hunting for one, if necessary—and working 
with it until it is conquered. The obstacle may be an 
entire piece or merely one or two measures. Nothing 
improves technique at the keyboard quicker than forc¬ 
ing the fingers to do work they never did before, to 
solve a new problem by keeping at it until every ves¬ 
tige of difficulty disappears. 
Five hours of playing pieces that you can play easily 
does not help you as much as one hour spent with 
one or two knotty keyboard problems. 
The truth of the foregoing easily can be illustrated 
in a way to impress boys and girls, as well as their 
elders and teachers. Suppose, in ordinary school work, 
scholars did not press forward to study new lessons 
every day, but continually harped on those they already 
+iad learned. Such a course would stifle progress, 
though undoubtedly what little was learned would 
“stick.” It is “tackling” and mastering new lessons 
every day that makes for progress. 
Some students practice nothing more than what is 
indicated by their teachers. Their progress will be 
more or less satisfactory, but they certainly will not 
progress as swiftly as the person who is not averse to 
doing a little more than he is required to do. Of course, 
where the student does not possess the inherent ability 
to tackle more than his teacher demands, where all he 
can do is to master the work required of him, it would 
be folly to attempt more. But most of those having 
average ability can speed up their progress by develop, 
ing the initiative to look for problems requiring just a 
little more skill than they possess and acquiring suf¬ 
ficient industry to tackle them. 
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| Musical Thought and Action 
in the Old World. 
By ARTHUR ELSON 
THE ETUDE 
The songs, of which a number were given, seem 
fully as advanced as our own Indian music. lhe 
words cover the subjects of war, love, healing the sick, 
current or past events and various desires. Thus in 
one the Sebops ask white help against a hostile tribe. 
A lullaby, in which “The topmost branches of the 
e swaying,” seems poetic enough. Of 
THE REVIVAL OF A FAMOUS DANCE. 
In the S. I. M. Revue, Julien Ecorcheville gives 
some interesting researches concerning the Fourlane 
or Furlana. Mascagni and Ponchielli wrote furlanas 
which he quotes, that of the latter being in “La Gio- 
conda.” He might also have added that Wolf-Ferrari 
included this little-known dance in his “Donne Curi- 
°sf- A* those wh° attack the tango have been up¬ 
holding the furlana as a substitute, there has been a 
sudden accession of interest in the latter; but inves¬ 
tigation brings comparatively little information. The 
district between Venice and the Tyrol was in ancient 
times called Forum Juliani. This was corrupted into 
brioul, and also changed less violently to Furlana, by 
which name the dance is now known. 
The first assumption claimed that the Furlana was 
an old dance of the nobles in the doge’s palace, and 
that the people had kept the dance in popularity until 
the present. A very little inquiry, however, showed 
that the people had not kept up any such dance. In 
every case the authorities found themselves hunting 
up an obsolete dance, no more in use than the Passa- 
caglia or the Pavane. Thus the historian Ostermann 
wrote m 1894 that “Formerly the people danced the 
Furlana, the Sticca, the Sonferrina, the Ziguzaine or 
Styrienne, the Sclave,” and so on. When the revived 
Furlana is presented, some places call it the Sclave, 
others the Styrienne, and so on. It is danced in cou¬ 
ples, with little hops, promenades, turns and motions 
of the hands. The present Furlana was therefore re¬ 
cently adopted by the Italians as being fairly like other 
Frioul dances. 
The old Forlane was introduced at the court of 
Louis XIV, and was known in France through the 
18th century. As early as 1609, J. B. Duval mentions 
Halliards, Passo Puezzi, Allemandes and other dances, 
all given in a “Bal a la Furlane,” which means that 
they were danced in the Frioul manner. A letter from 
Venice in 1683, however, rates the Forlane as a definite 
dance itself. It was done by one or two couples, who 
turned in a circle while jumping and moving their 
feet with a marvelous speed and lightness, the dancers 
sometimes approaching each other and turning always 
in a certain way with arms interlocked and held above 
their head. Later, Feuillet gave a full description 
of the steps and music of the Forlane. The latter, as 
illustrated by Campra, Couperin, Rameau and others, 
was a fairly lively 6/8 melody, with the first two beats 
of the measure often given to one note, and the note 
on the fourth beat prolonged by a dot, making the 
neXt note come on the last half of the fifth beat. Thus 
the Forlane as a dance, both' steps and music, was 
really developed in France, while the Italians merely 
continued to dance “in the Forlane manner,” which 
merely meant “in the native manner.” The Italian 
Furlana of to-day is really taken from the French 
bayou tree ar
much interest also is the healing song, in which the 
Dayang (Medicine Man) describes the return of a 
soul from the hill overlooking Malo, the river of 
death. If the soul, looking back from this hill, sees 
its possessions coming after it, then it first realizes that 
death is upon it. The Dayang, by singing, sends his 
soul after the other, and brings it back before it has 
gone too far to return. The imaginary scenes on this 
trip are described with much detail. Of the love- 
songs, one says, “My love for you is like having money 
in the hand,” or, practically, “I am rich in loving you.” 
But the Borneo version is not quite so concise in 
wording, and the song becomes of fair length. 
In the simplest of the songs, the material is based 
largely on the three upper notes shown in the keluri 
scale. In this C, Bb, G combination the middle note 
is held and accented as the most important. The 
simplest songs do not have a definite cadence accord¬ 
ing to our notions, but are usually marked by a repe¬ 
tition of this three-note phrase. Nearly all the songs are 
based on a descending scale, or part of it. Another 
phrase, however, consisting of the notes F, G, Bb, G, 
does show some ascending character. Grace notes are 
often used, and are always above the note which 
they precede. The more advanced songs seem to have 
a more definite cadence in the phrase G', F, E, C. One 
specimen, a war-song, began by ascending with C, D, 
E, D, C repeated; then the notes D, C, A suggested 
the usual cadence-phrase. In those songs which have 
a chorus the cadence effect is still more marked, as 
the chorus simply repeats the last word on the lower 
C, with the solo note an octave or fifth above it. The 
songs abound in varying rhythmic effects. Triplets 
occur, and rapidly repeated notes, alternating with 
holding notes after a skip, the latter usually preceded 
by grace notes. The intervals differ slightly from 
ours, but are close enough to appeal to us; and the 
curious flat-seventh effect in a descending pentatonic 
scale is decidedly interesting. 
Nikisch’s Darnel in the Lions’ Den. with text by 
zogen. is called a "burlesque opera.” juIi(l5 
mann’s Hexlein, given at Graz, proved fresh and J 
ral. Dohnanyi is working on Der Tenor, while i 
pantomime Pierrette’s Veil continues to please. mZ 
Noelte has finished the three-act Francis p;;/ n 
Schilling’s Mona Lisa will be brought out at Stuttga" 
Bossi’s mysterium, Joan of Arc. wins continued 1 
cess, while Wolf’s Corregidor seemed undramatic t* 
recently revived. Arthur Scholze’s Hanna is on a 
torical subject, and does not refer to the former J,” 
ter of our Senate. Casper’s Die Tante Schid ft 
given at Vienna by Gregor, caused cries of “s^ 
dalous,” “Down with Gregor” and others of the so 
Among orchestral works, a symphony by the Floren 
tine Antonio Scontrino had good themes, an impressiv 
slow movement and a triumphant finale. Spain J 
represented by J. Lamote de Grignon’s Andalucia < 
a scherzo on a Catalonian theme. A concert of North 
ern music included a striking symphony by pel(r 
Gram, Hakon Borresen’s Thor iu Jotunheim and Car! 
Nielsen’s Helios overture. Borrescn's Norma* over- 
ture pleased St. Petersburg. A London Symphony v 
Vaughan Williams, was voted unusually good, hs" f0? 
effects and suggestion of chimes being some of mam 
excellences. Paris heard Pierre Masson’s Le Houck 
based on a poem of Leconte de Lisle. The two Drib 
pieces, The First Cuckoo Call and Summer Night n 
the River, continue their triumphant progress through 
Germany, and the same is true of Van der Py 
Wieland. 
Chamber music is represented by Dubois’ new pi2n 
quartet and a piano quintet by Desire Paque. In ;hf 
vocal field Ducasse's Orpheus cantata wins the most 
prominence. Karl Heinrich David’s Roma, for orA- 
tra, organ and mixed chorus, won attention at Basel 
Eisenach rates Wilhelm Rinkens’ Der as a n 
of the most utterly extreme modernism, but one ma 
doubt tf Schoenberg’s reputation for radicalism is i 
any great danger. Incidentally. Eisenach will m 
tinue to be known chiefly as Bach’s birthplace 
INTERESTING ABORIGINAL MUSIC. 
In the Quarterly of the Musical Society, Charles S. 
Myers writes on Sarawak music, the Sarawaks being 
natives of Borneo. Of their musical instruments the 
most important is the keluri, or set of six bamboo 
pipes let into a gourd. The approximate pitches of 
these are C, Bb, G, F, E and C, the lowest being mostly 
used as a drone bass. This instrument is used to 
accompany songs or dances, and during courtship i> 
is used by the amorous native swains for serenades 
and other, such purposes. There is also a two-stringed 
guitar, with a shovel-shaped body. This, too, plays 
its part at the dances. A bamboo harp and a nose flute 
ti^6 ib<itb.Used f°r s°l° work, and sometimes replace 
the keluri in its amatory purposes. Gongs and drums, 
so often found among savages, are here used for cere¬ 
monial purposes, of as a means of intercommunica¬ 
tion; while they are often combined into primitive 
orchestras. Mr. Myers worked chiefly to record songs; 
but. some keluri tunes given to him by Prof. Harrison 
Smith (of. the Mass. Inst, of Tech.) proved rhythmic 
and effective. The dancers, moving about singly in 
the1 r war coats and headgear, brandish their spears 
or shields or parangs (short swords), and occasionally 
supplement the music by loud shouts. 
THE WIT OF ‘‘WESTMINSTER BRIDGE.” 
..Dr' A' Ea?Iefield HuI[, who contributes to the 
Monthly Musical Record, writes on various subjects 
all the way from explaining Schoenberg’s unexplain¬ 
able Five Orchestral Pieces to giving advice for 
musical lecturers. In treating the latter subject, he 
rates presence of mind as important, and illustrates 
with an anecdote. Sir Frederick Bridge, while lectur- 
mg once, was much bothered by the actions of a student 
auditor who kept pulling the string that adjusted cer- 
tain shutters to keep out the sunlight. Finding that 
hese actions were causing too much disturbance in 
the audience, the lecturer turned the laugh on the cul 
pr.t by saying, “There you are, soon to be a Doctor 
of Music, and yet can’t manage a common oord.” 
THE MONTH’S NOVELTIES. 
• *£***'' °pera’ La Marchande d’AIlumettes 
is really Andersen’s Let tie Match-Girl in disguise The 
scene is transferred to the Scottish coast, whei-e the 
lately in a public square after being unable to sell her 
wares. Her little earnings are taken by footpads 
£ * "ip“f £rsi 
again; and even the kindness of the duke’s who 
srd is 
Ippolitov-Ivanov’s Ismena won onlv a 
:r tv Mts&rr 
plauded Wendland’s Das Pergestshe^lfh 
only mdd approval to Rosegger’s Li^lS ^Z 
THE PASSING OF MME. LILLIAN NORDICA 
The dramatic circumstances under which one of th 
most noted of American singers. Mmc. Lillian Nordic; 
HolevaS g,Ven ma,ter n,uch atteo However, many Etude readers may no. have heard o 
this unfortunate closing of a really great carer i, 
Nordka3" mUtiCaI his,0ry' °n Dec. 28th last Mme 
«tnmin "r sh,fWreckcd ncar ,he Rulf of Paqua whili 
i r AuStra,la af'cr » successful tour. After 
Island Tb C ,PaSSeT rs were ,a"<lcd upon Thursda 
the stalt ^rStay IS,and !S a sma» body of land ii 
Australia fr 1IC M separates the northernmost point oi 
resu ei in T NeW Guinea’ E*p^re and exhaustion 
pneumonia0 d°Wn thc fa™“* *!"ger with 
home M lateavT7Tred P,an aTO51gt 
she was taker, t ’ ^/ava . she Became so ill that 
of May 10th at m t lC s,,ip and dl’ed on the night 
N°",i“ "■ ”■»” * 
beginning °tf'end WaS Sln8u'arly romantic fro. 
Maine, in 1859 w’ t .f W3S born at Earmingham, 
name was I ill’}-- xt ather was a farmer and her right 
the custom of h orton’ which she Italianized after 
famous camp rneer y0U,h- Her £rand father was a 
In the sevemfe * e,xhorter kn°wn as John Allen, 
as a shop-girl in -7*1. ^ the future singer engaged 
attracted by her s?nc;f°Strn Store' A customer was 
to give her lessons w"8 af‘Cr °ffice hours and offcrtd 
of the New Eneland m tCadler was Professor O’Niell 
a soloist with the W C°nservator>’- She then became 
age of sixteen. Gilma eI Hayd" Society at the 
band when she wa ,0ok ,lcr to Europe with his 
her to study for Granf^"' Hcr success encouraged 
debut at Brescia u °PCra- In 1880 she made her 
spread and in 1894” favorita: Gradually her fame 
the Bayreuth Opera hL 6 W3i '.nvited to sing Elsa at 
of the greatest =• °USe' Tflis established her as one 
cause ofVer voicr8br\0f the ««* »* *0 much be- 
but because of 1, 'C, was Beautiful and expressive, 
great in Concert Orlr inte,,igenee- She was equally 
included some fiftv tor,° and Opera. Her repertoire 
successes. Mme jqPCj?S ln ad °f which she recorded 
Her husband was °rdl.ca was married three times. 
ItaIy> at ‘he time ofherdelth! t0 J°in heF 3‘ GeDOa' 
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The Main Characteristics of Some Noted Piano Methods 
BY ARTHUR ELSON 
[Editor’s Note.—The bad repute which 
word “method" is in a large measure imnc 
suffer foi* their Ancestry ASt for instnncOt docs too word 
’■pedagog” which is being tabooed by teaching specialists be¬ 
cause the pedagog was once umo more than the slave 
who led his master's child!' 
employed to play ne characteristic dis 
_ These characteristic 
asked Mr. Arthur Elson ’ 
get : idea c the 
_ PH ,_a piano has s 
tinguishing it from other systems, 
define methods. We have as e ^ i 
methods°whicheSthey° define. This offers unlimited 
polemical discussion—something we strive to avoid in the 
columns of The Etude. Consequently Mr. Elson has taken 
his definitions solely from the writings pt those who^may 
regarded as representative exponents c” 
known methods he has attempted to de 
The methods of Dr. William Mason, 
influenced the piano methods 
the last half centu-- 
endorsed by Liszt, ■ dtscu! 
_ __ _ few of the well- 
delineate. 
lerica durhig „ Europe and Am  •in
iry and which have been so emphatically 
Paderewski, .Toseffy, and Gabrilowitsch, 
in this article. Many attribute their 
efficiency to the fact that Dr. Mason sought constantly 
secure results through the most natural means with tuo 
least possible muscular strain. Much previous attention 
has been given in The Etude to Dr. Mason’s epoch making 
ideas, notably in the excellent article by 
Mr. Perlee V. Jervis ■- ,A" Vn- 
1913, and in 
of the sort. Evenness of tone is insisted upon here, 
as well as in the finger exercises. Slow practice is 
advised at first, speed being employed only after even¬ 
ness and control have been attained by strict attention 
and care. 
In all this work the fingers are curved and the 
wrist held very nearly level. The elbows are to be held 
slightly above the keys, about on a level with the wrist. 
The start for arpeggio playing also is made to de¬ 
pend on the prepared touch, with exercises keeping 
the thumb underpassed, or making it alternate between 
a normal and underpassed position. These studies 
are applied to both triads and seventh chords. 
In general, the finger exercises are used to develop 
the various kinds of touch desired. The use of the 
prepared touch for legato has been mentioned; and 
legatissimo is obtained by holding one note down until 
n The Etude for No- 
w the article by Leonora 
Ashton which is reprinted from an 
old issue at the end of the present 
discussion.] 
The piano keyboard is a simple looking 
affair. It consists of a number of levers 
called keys, which, when they are made 
to descend, raise hammers and make them 
give tone by striking the strings. After 
the hammers have struck, they drop back 
automatically, so that the performer can¬ 
not change the quality of the tone, even 
though he may wiggle his fingers on the 
keys. With a mechanism so simple from 
the performer’s point of view, it would 
seem as if all methods of piano study 
would bear a close family resemblance to 
one another. But such is not the case, 
and we shall see that the methods of 
different teachers are sometimes dia¬ 
metrically opposed to one another in prin¬ 
ciples. Some representative methods will 
be treated here. 
Perhaps the most famous teacher to¬ 
day, and one who has produced many 
great pianists, is Theodor Leschetizky. 
His home in Vienna has been for years 
the Mecca of able and ambitious pupils, 
whose hopes are brought to reality under 
his skillful guidance. 
THE LESCHETIZKY METHOD. 
The Leschetizky method is preeminently one for 
training the fingers. All methods do this somewhat, 
but that of Leschetizky does more than the others. 
This is shown first by the large amount of simple 
exercises on which he insists; secondly, by the fact 
that the unused fingers are almost always allowed to 
hold their notes down; and thirdly, by the device of 
having each finger exert an after-pressure after the 
key is down. The insistence on clearness and even¬ 
ness of tone, for which the student should be all 
attention, is another point that helps to develop con¬ 
trol of the fingers. Still another matter demanding 
skillful use of the fingers is the so-called “prepared 
touch,” in which each finger is brought into contact 
with its key-surface as soon as possible, and kept there 
until the note is to be played. The prepared touch 
is used in legato playing, there being legato finger 
exercises in this method which do not demand that 
the unused fingers shall hold their notes. 
Scale-playing, always an important part of practice, 
is here made to rely upon the use of the prepared 
touch. There are many preparatory exercises for the 
scales. These include work for one or more notes 
with the thumb passed under the third or the fourth 
finger, with the unplayed notes held; notes played 
by the thumb in position and underpassed alternately; 
notes played by thumb and a group of fingers, alter¬ 
nately, with underpassing and constant motion up and 
down two or three octaves of the scale; and others 
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very slightly after the next has been played. When 
the prepared touch is not used, Leschetizky calls the 
result a non-legato. Finger-staccato is used (of course, 
without the prepared touch) • with the wrist bent 
slightly backward. The “lifted tone” is obtained by 
a quick finger-stroke, after which the hand is quickly 
raised by the wrist. There is also the pure wrist- 
staccato. A very rapid wrist-staccato produces a 
slight but quick fluttering up and down of the wrist, 
used also in octave work. For the latter, Kullak’s 
“Octave School” is recommended. Chords are pressed 
down from the elbow, either with fixed wrist or with 
fingers dropping to the keys and wrist raised quickly 
with the keys as a fulcrum. If the upper part in 
chord-playing carries a melody, it may be emphasized 
by elongating the finger that plays it. Exercises and 
scales in thirds and sixths are also taken up, as well 
as all the usual embellishments. 
The printed books on the Leschetizky method give 
not only technical material, but hints for performance. 
Thus, in melody-playing, the following are laid down 
as rules: 
1. With notes of different length, the longer receives 
more accent. 
2. An upward passage is usually crescendo, a down¬ 
ward passage diminuendo. The contrast may be made 
quite marked for large intervals. This applies also 
in the rule given by Marie Prentner, that of two notes 
the higher should be the louder. But measure accents 
will, of course, be taken into consideration. 
4. Marie Prentner, in Der Moderne Pianist, adds 
the rule that if a figure is repeated, its accent and 
effect should he judiciously varied for each occurrence. 
Thus it will be seen that the Leschetizky method, as 
expounded by his assistants, leads the student into the 
domain of musical expression. 
RECENT GERMAN METHODS. 
Recent German work has gone at the problem of 
piano practice in a reverse direction. Deppe first pro¬ 
posed a method of weight-playing, in accordance with 
the performances of Liszt, and now Breithaupt, Stein- 
hausen and others have developed it into a definite 
system, in which technique starts from the arm and 
proceeds through the elbow and wrist to the finger. 
In this the finger muscles are developed, to be sure, 
but the emphasis is placed on weight. Thus Breit¬ 
haupt claims that playing as a whole will average 40 
per cent, non-legato with hand-fall, 30 
per cent, legato with arm-rolling, 10 per 
cent, staccato with vibrating hand, 10 per 
cent, octaves and repeated chords, and 
the remaining 10 per cent, with more or 
less active power and motion in the. 
fingers. 
Deppe insisted on a low position of the 
arm. The wrist was to be held fairly 
high, and the fingers nearly straight. 
The arm, according to his method, 
should not rest on the fingers, but should 
hold them up, so that their effort would 
consist merely of striking the keys. The 
fingers should he trained for flexibility 
and independence, rather than strength; 
though the latter develops in the 
process. 
The fingers, in this method, move very 
little in striking a note. Thus Amy Fay 
said of Liszt, “After Deepe had directed 
my attention to it, I remembered I had 
never seen Liszt lift up his fingers so 
fearfully high as the other schools made 
such a point of doing. . . . The notes 
seemed to ripple off his finger ends with 
scarcely any perceptible motion.” Deppe 
taught that the fingers should sink down 
upon the keys without any great muscular 
exertion. 
Some special points of Deppe’s method were the use 
of the same style of touch for legato and staccato, 
the finger being lifted off quickly in the latter case; 
the avoidance of cramped underpassing of the thumb, 
which he tried to replace by a sidewise motion given 
to the hand by the arm; the avoidance of the soft 
pedal, and a particularly effective use of the damper 
pedal. 
Deppe’s pupils, Caland, Clark-Steiniger, Bandmann 
and olhers, developed the weight idea, while Busoni 
made valuable suggestions in this field. Breithaupt 
himself was enlightened by the example of Carreno. 
He systematized the whole subject of weight-playing 
with muscular relaxation, use of arm-weight and cor¬ 
rect motions of arm and finger. Tone is always to be 
produced as much as possible by weight; and the fol¬ 
lowing are given as “mechanical sources of tone-pro¬ 
ducing action”: 
1. The falling swing or “throw.” 
2. The balance of the mass. 
3. The forearm roll and combined upper-arm roll. 
4. The forearm extension and bending (erection of 
the hand and gliding function). 
5. The vibrato, or vertical tremolo, as distinguished 
from the roll, or horizontal tremolo. 
6. The loose throw of the long “swung” fingers. 
THE MEANING OF WEIGHT-PLAYING. 
Tn weight-playing the arm and hand fall toward 
the key, the knuckle making the effort needed to 
hold the arm when the key is struck, while the wrist 
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remains as loose as possible under the circumstances. 
After the note has been struck, immediate relaxation 
should follow—a “discharge of weight from the key.” 
The falling weight -may be the arm, the forearm the 
wrist or the finger, the latter slung down with as little 
effort as is needed to produce the desired effect. What¬ 
ever part falls, the parts back of it, and farther from 
the keys, must remain in a balanced condition, with 
as little muscular effort as is needed. 
Breithaupt makes no definite rule for the position 
of the hand. He holds that the structure of the hand, 
the length of the fingers and the width of stretch are 
all factors in determining for each hand its own proper 
position, independent of that needed for others. In 
general he finds that small, solid hands will take a high 
position with curved fingers, while thin hands with 
long fingers will need the flat position. But in the 
striking of notes the knuckle should usually be well 
bent. 
The movements of the finger are limited to a down¬ 
ward “throw,” the weight of the finger when merely 
dropped being insufficient to play a note. This throw 
takes place after the hand and arm have brought a 
linger over its proper note, the thumb being the only 
linger that bends much, as in underpassing for scales. 
The thumb and fingers should be kept relaxed as much 
as possible. 
The movements of the hand are a vertical swing, 
a partial rotation or roll with the forearm and a turn¬ 
ing inward or outward. The last is used for scales 
by Leschetizky also, the right hand, for example, bend¬ 
ing toward the middle of the keyboard, with lingers 
an4 hand pointing somewhat diagonally, when the 
thumb is underpassed in a scale above middle C. The 
rotation may be sometimes very noticeable; when an 
upward right-hand scale is finished, the hand may 
swing up on the little finger as a pivot. But even 
when no motion is visible, there should almost always 
be a rotative effort from the finger just played to the 
finger next to be played. This effort is in the forearm. 
The forearm roll, therefore, is one of the most im¬ 
portant principles in weight-playing. The forearm 
extension brings the wrist up, and allows increased 
power in playing. The bending is, of course, needed 
to take the hand to different parts of the keyboard. 
The vibrato, or vertical tremolo such as is needed for 
octave work, may be an up-and-down fluttering of 
the wrist alone, or of the wrist combined with fore¬ 
arm motion. 
The upper arm and shoulder serve as a support arid 
guide to the forearm in its motions or efforts. For 
the strongest tones, the upper arm falls with the fore¬ 
arm, the combined weight being intercepted as the 
linger strikes the keys. 
Weight-playing thus develops the whole arm instead 
of merely the lingers. The arm, shoulder and elbows 
are' to be kept as flexible as possible. This relaxed 
condition is to be psed with all the muscles, so that 
weight-playing, when correct, demands a minimum of 
effort. Breithaupt says, “We must let the playing 
members hang, let them ‘go’; all the muscles must 
be loose. We balance the weight and preserve the 
reiaxed condition in all motions and positions, except¬ 
ing those where, for aesthetic reasons, the opposite 
condition, firmness, is especially required.” 
SOME FURTHER MODERN METHODS, 
Another type of piano-practice may be called the 
“main-strength” method. An English method, quoted 
as an example of this sort, gives the following direc¬ 
tions for technical exercises: 
1. The striking finger must be raised rapidly and 
with great force, pivoting on the knuckle. 
2. It should be held in this position, remaining raised 
with as great force as possible. 
3. It should strike with the utmost force and rapid¬ 
ity, depressing the key firmly to the very bottom, 
while at the same time the finger to be used next 
should rise with an equal force to an equal height. 
Exercises for the lingers, and later ones for the 
wrist, are to be practiced incessantly under this 
method. The arm is to be kept relaxed, but steady, 
and the fingers always curved. 
Among others, Hanon is one who believes in the high 
finger-lift. Tn his set of exercises, The Virtuoso 
Pianist, this is especially advised. 
Pischna, a Bohemian, seems nearer to the Leschetizky 
method and advocates exercises with notes held by 
the unused fingers. 
In England, Tobias Matthay developed weight-play¬ 
ing, independently of Breithaupt. Matthay lays great 
stress on the importance of the rotative effort in the 
forearm. He classifies touch in three species in his 
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well-known book, The Act of Touch. These three are 
finger-touch, hand-touch and arm-weight-touch. He ad¬ 
vises either flat or bent fingers, but notes that the latter 
can give stronger effects. In using arm-weight, he 
distinguishes between forearm-weight and the weight 
of the whole arm, the latter being used less and less 
as the speed increases. In his later Commentaries, 
he makes the claim that quality-variation is possible 
on the piano. He bases this assertion on experimental 
work showing that the hammer-shanks of a piano- 
action cause variation by bending, and the varied 
strokes on the strings give varying overtone, combina¬ 
tions. But he does not clearly show why repeated 
notes of the same loudness should not be necessarily 
alike in quality. 
In France, LeCouppey advised a low finger-lift and 
a pressure that brought the keys fully down. In 
more recent days, Pugno called for a supple wrist, 
well bent, as the important point, and insisted on 
strength of tone. Marmontel and others have adopted 
some of the principles of the more modern German 
methods, which now seem fairly widespread. 
The great question arises—Which of the varying 
methods is right? Or is any one of them wholly 
right, to the exclusion of all others? 
If we are to judge them by their fruits, then the 
Leschetizky method comes to the front very impres¬ 
sively. Such leaders as Paderewski among the men, 
and Katharine Goodson among the women, are but 
two of the very many famous pianists who studied 
with Leschetizky at Vienna. On the other hand, Liszt, 
the “greatest ever,” evidently played by the weight 
method. It is also true that many of the Leschetizky 
pupils have grown to adopt weight-playing in some 
degree. The high-finger-lift school does not seem so 
well represented among great pianists, but that need 
not prove its principles wrong. 
DIFFERENT METHODS COMPARED. 
In comparing methods, there are three main points 
to be considered—muscular development, agility as 
shown in scales and arpeggios and the general matter 
of performance. 
Muscular development is at a minimum in the weight¬ 
playing systems. Vet there must .be some muscular 
training, even in those. There are finger-exercises in 
the weight methods, but they are looked at from a 
new point of view, namely, the development of the 
arm from the shoulder first. However that may be, 
a certain amount of strength is necessary in the fin¬ 
gers, besides the skill needed for proper motions. The 
beginner has neither of these, and they must be culti¬ 
vated. Weight-playing is of such a nature that it can 
be learned by those who have already acquired finger 
dexterity. If a pianist, or even a student, with well- 
trained fingers, takes up the Breithaupt method, he 
will find himself able to give good results. But if 
he starts with the weight method, he may not obtain 
enough finger strength for best results. In other 
words, the principle of weight-playing should not be 
allowed to prevent the development of the ability to 
play by finger muscles However strong these may 
become, they will never interfere with the weight-play¬ 
ing; for even the strongest muscles are normally in 
a relaxed condition, such as Breithaupt desires. But 
if some occasions arise when finger strength is needed, 
and the pianist- does not possess rt, he is then in a bad 
way. Teachers who adopt this method should there¬ 
fore be sure to supplement it by a necessary insistence 
on those Breithaupt exercises, or others, that are 
needed to develop finger power. 
The high-finger-lift method is not necessarily the 
best way to develop strength. Gymnastics show us 
that the best development comes from light exercises 
regularly taken; and from this we may see that the 
finger-work of the Leschetizky method is based on 
correct principles. 
Agility, too, must come largely from the fingers- 
and here it would seem as if they could not be too 
carefully developed. In.scales and arpeggios the prin¬ 
ciple of rotative effort in the forearm is undoubtedly 
correct, as an aid to the fingers. But if the fingers 
are treated as most important, as is true of the Lesche¬ 
tizky method, there will still be an instinctive, invol¬ 
untary use .of this rotative effort. Here, too, it would 
seem that the finger-training method does not interfere 
with subsequent weight-playing. 
The question of underpassing was not well handled 
by Deppe. Breithaupt treats it in more rational fash- 
allowing the thumb to be loosely thrown under the 
' Leschetizky deals with the matter thoroughly 
many exercises with both prepared and r.:pre¬ 
pared touch. This same prepared touch, too, is a greal 
aid to accuracy. . 
In general performance, as already indicated, finger. 
dexterity in no way interferes with weight-playing „ 
would seem wise, therefore, to let the hngers get their 
training first of all, so that them strength and skill 
may be fully developed before the weight idea enters 
No matter how long the arm is held rigid to help 
the fingers, it will always prove easy to adopt relaxa- 
tion metriods. One might, therefore, study by the 
Leschetizky method at first, and then learn to p|ay 
by the Breithaupt method. Certainly strength and 
skill are much to be desired, and can do no harm 
even if relaxation methods are to be adopted in per. 
formance. 
TECHNICAL PRINCIPLES FROM THE CLASS- 
ROOM OF DR. WILLIAM MASON. 
BY LEONORA SILL ASHTON. 
[Editor's Note.—This excellent article appeared In The 
Etude over five years ago and is printed here to supplenmit 
the preceding article by Mr. Arthur Elson upon the methods 
of some European contemporaries.] 
1st. Begin with your fingers. Place your hands on 
the piano and raise the little finger independently, 
moving it only from the knuckles and keeping the 
wrist, forearm and upper arm perfectly loose. 
This is the movement for light finger exercise, for 
trills, for scales run evenly and smoothly. 
2d. Keeping the linger tips still on the keys, use the 
same motion, only let the fingers fly up from the keys 
as soon as they have brought forth the sound. This 
is the lightest and most delicate staccato—the touch of 
fairy music, elf dances and graceful embellishments. 
3d. Still keep the fingers over the keys and with the 
very finger tips snap them away. The elastic touch 
this has been happily called, and there is no exerdse 
practiced persistently which will give a more musical 
touch than this. It first contracts and then liberates 
the muscles of the hands as to give entire freedom of 
motion. 
This touch may be used in all practice for assuring 
a positive position and certainty of the fingers. In 
performing, it is suited to single note passages of a 
decisive character, and, indeed, is called for in single 
notes and chords whenever a marked staccato is shown. 
4th. Now bring the fingers back to the keys once 
more, and with single notes, double thirds and sixths 
and chords let the weight of the wrist and the whole 
arm press them in. 
It will take long for the majority of pupils to accom¬ 
plish this, and even when accomplished the perform- 
ance of the act is wont to slip away without constant 
practice. 
If there is one tense nerve or thread of muscles 
he tone wil not be complete. This movement involves 
the utter relaxation of every muscle in the arm from 
hngers to shou.der, with the nervous force of the whole 
concentrated in the finger tips. Miss Kale Chittenden 
own wei'ght'kened U *° 3 r°Pe hangin« »*mPly b-v ils 
r'ShtIy understood and practiced, this pressure 
it was thrmS ’fhe basls of a11 truc legato playing, ami 
admiration of *hls which brought forth the 
of bis Amt. ■ 1SZt ’le “wondrous limpid touch” 
of his American pupil, William Mason. 
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The Fundamental Elements in Artistic Piano Playing 
By DR. OTTO KLAUWELL. 
and decrease of time. Frequently, as the experienced 
teacher has occasion to observe, a long ritardando is 
attacked too vigorously and too abruptly. As a result 
there inevitably follows a proportionate disagreeable 
hastening of the time, in order to avoid insupportable 
dragging. Students often stumble into similar blunders 
in regard to dynamic adjustments. At the first sight 
of the word crescendo they produce a marked increase 
of volume and a corresponding decrease at that of 
diminuendo, whereas these words denote the begin¬ 
ning of gradual dynamic changes. We would advise 
students to practice accelerando with a crescendo and 
a ritardando with a diminuendo, because these are 
natural combinations, although opposite ones are by no 
means unusual. 
MualkpUdagogiache Blatter and lias been translated for The 
Etude by Mrs. Aubertine Woodward Moore. Dr. KlauweU 
.i renowned German composer 
pupil of Reineeke ai ' 
the director of the 
Two aims are to be kept continually in mind by the 
aspiring piano-student; skill in the technical side of 
his art and the broad musical culture essential to an 
intelligent performance. Technic and the art of ren¬ 
dering are the main supports of artistic piano-playing. 
Similar claims may be made for the singer, violinist, 
or any other performer, but they have by far the 
greater significance for the pianist, owing to the 
nature of his instrument and the wide range of its 
literature. 
In order to invest piano-playing with its full worth 
and to reveal, through its mediumship, the beauty and 
inner meaning of a musical work of art these impor¬ 
tant factors must work harmoniously together. If 
technic be allowed to predominate, the listener’s atten¬ 
tion is too apt to be diverted from the composition 
presented and fixed on the dexterity of the performer, 
while a one-sided regard for the art of rendering leads 
to equally unsatisfactory results. Technic demands 
primary consideration, and may be acquired in and 
for itself; musical interpretation is wholly dependent 
on it, for the best conceived theoretical understanding 
of a musical work cannot be put into practice without 
technic. 
Thus it is self-evident that the piano student should, 
from the outset, devote his energies equally to these 
cornerstones of his art. That this requirement is so 
often overlooked and that the student’s chief efforts 
are directed into purely technical channels is one of 
the principal reasons why we hear so much unsatisfac¬ 
tory piano-playing at the present time. It may, there¬ 
fore, not seem inopportune to point out, in brief, some 
of the fundamental elements of the pianistic art of 
interpretation. 
STUDIES IN TOUCH AND TONE. 
To the earliest rudimentary training in piano technic 
belong studies in touch and tone, whose object is to 
strengthen the fingers and make them independent of 
one another, as well as to prepare the way for the 
manifold problems which will eventually present them¬ 
selves. Later the attention is claimed by the almost 
inexhaustible exercises which tend to the attainment 
of velocity and precision and the scope bf whose ideal 
purpose is unbounded. The great diversity of gifts, 
intellectual and physical, naturally result in certain 
limitations for individual .piano students, often bringing 
their endeavors to an imperative standstill. Others are 
compelled, through lack of time, poor health and a 
variety of causes, to break off their studies at a certain 
point, and find satisfaction in what has already been 
attained. 
Piano literature is extensive enough in its scope to 
afford abundant materials for artistic profit and pleas¬ 
ure at every stage of progress, and there is no reason 
why previous studies should be dropped because ob¬ 
stacles arise in the way of further technical advance¬ 
ment. At the same time, students cannot be too ur¬ 
gently warned against trifling with anything in music 
for which they have not had suitable preparation, ma¬ 
terial and spiritual. 
BEGINNING INTERPRETATIVE WORK. 
While the foundations are being laid for artistic 
piano-playing, the elements of a noble and tasteful 
rendering should be made clear to the student and 
their purpose explained. First of all attention should 
be called to the quickening of single tones. The player 
should not be permitted to regard a tone as an inani¬ 
mate building stone whose combination with other tones 
gives rise to the significant motive and soulful melody, 
but should be taught to animate it with that exuber¬ 
ant life through which alone it is fitted for a fruitful 
union with other tones. This would quickly put an end 
to the lack of interest so frequently manifested by be¬ 
ginners in piano practice, and to efforts bent solely 
on mechanical tone-production. In the earliest primary 
exercises the simple repetition of tones, the utmost care 
should be taken to produce a beautiful, mellow, sono¬ 
rous tone, and with this aim in view the most pro¬ 
found sympathy and the keenest critical sense must'be 
brought into play. -If from the beginning the student 
has formed the habit of paying strict heed to the quality 
of tone, that will become’ second nature which was 
acquired by conscious force of will. 
When several tones appear in a little group, as in 
the exercises immediately following repeated tones, 
there will confront the player, in addition to the sen¬ 
suous requirements of tonal beauty, a specific musical 
requirement. Two or more tones will be found to 
stand in a certain metrical relation to one another, 
which must be made clear to the student. In a mere 
finger exercise this relation cannot be definitely fixed 
as in the motive of a finished composition, but must 
be left to the discretion of the player, who should 
be taught to invest each exercise with every possible 
metrical variation. By this means not only the tech¬ 
nical purpose of training the fingers to ever increasing 
strength and elasticity is accomplished, but also the 
specific musical purpose of making each group felt as a 
separate little organism. 
THE STUDY OF DYNAMICS. 
Preparations should be made for necessary accentua¬ 
tion by a gradual crescendo and corresponding dimin¬ 
uendo. This schooling of the fingers to express con¬ 
scious adjustment of the volume of tone is one of the 
main requisites of a musical rendering. For the de¬ 
gree of power to be employed in a composition of merit 
is a continually varying quantity, even in passages 
where the changes are not expressly indicated. It is 
precisely these more delicate dynamic nuances, these 
continual essential lesser fluctuations of tone, which 
give outward manifestation to the inner life of & com¬ 
position, and demand a keenness of judgment and a 
practical skill that cannot be acquired too early. 
A special difficulty confronts the pianist in this re¬ 
spect owing to the necessary individual treatment of 
his hands. The passages in which both hands have 
the same tasks to perform in regard to volume and 
tone-coloring are greatly overbalanced by those in which 
the prevailing melodic element calls for a treatment 
that will make it rise clear and distinct above the 
accompanying voices forming its harmonic support. 
The melody usually lies in the upper voice although 
not infrequently, as for instance, in the fugue, it ap¬ 
pears in a lower, or middle voice, and its execution 
becomes peculiarly difficult in the latter case if the 
melodic threads alternate in the two hands and the 
dynamic unity of‘the melody is to he preserved in spite 
of the duality of the organs of execution. 
VARIATIONS IN TIME. 
Less complex is a second important demand of ar¬ 
tistic piano-playing, the art of time variations. In a 
musical masterpiece time is not a fixed quantity; ex¬ 
cept where specific changes are prescribed by the com¬ 
poser; it is subject to continual, though often slight, 
modifications. From the earliest stages of his work 
the piano student should diligently strive, through ap¬ 
propriate exercises to master this essential requirement 
for excellence in his art. He should accustom himself 
to a strictly economical division of a gradual increase 
INTELLIGENT PHRASING. 
A third important requirement of artistic piano-play¬ 
ing is intelligent phrasing, foundations for which 
should also be laid in the earliest stages of training. 
Any finger exercise can be made to serve as a special 
study for this purpose, by interposing a comma, or 
breathing-space, between any two notes of a grouj 
and treating the note following it as the beginning of 
a new phrase. Moreover, the dynamic climax ap¬ 
proached by a crescendo and with a diminuendo leadmg 
away from It may have its position changed at will, thus 
producing an abundance of varied forms of expression, 
all of which will be encountered by the student in 
later practice and whose mastery will be most advan¬ 
tageous to him. 
These remarks, inadequate though they may be, at 
least outline the requirements of well grounded artistic 
piano-playing. Having at his command the skill gained 
through the exercises suggested, the student may face 
unruffled the higher problems of the art of pianistic 
rendering, problems depending in part on harmonic and 
contrapuntal relations, in part on the individual form 
relations of different compositions and which are be¬ 
yond the scope of the present article. 
MAKING MUSICIANS FOR THE HOME. 
BY GERTRUDE M. CREENHALCH. 
. Not very long ago, a mother who had heard her 
child play his lesson very creditably remarked, “I 
don’t know how it is, but, while Harry plays very 
well by himself, he seems to find it impossible to 
accompany his sister in her songs. His father, too, 
likes ,to play the violin a little in the evening, but 
Harry doesn’t seem to be able to play accompani¬ 
ments.” This set me thinking very vigorously. What 
are we teachers trying to do? Are we trying to make 
our pupils masters of a few difficult pieces to be learned 
only by long and dreary practice, or. are we trying to 
give them good routine, so that they can read simple 
pieces at sight, play accompaniments and become, as 
it were, the musical center of their home circle? Are 
we trying to advertise ourselves, or to make good 
musicians ? 
While having pupils who can apparently dash off a 
Chopin Polonaise or a Liszt Rhapsody may seem at 
first sight to be very good advertising for the teacher, 
it is, as a matter of fact, very bad advertising. Parents 
may be proud to find that little Johnny can play a diffi¬ 
cult piece brilliantly, but their pride is apt to diminish 
when they find that Johnny cannot play a simple hymn 
tune or accompaniment at sight. How much happier 
they would be to find that the boy could be of real 
use when a few neighbors dropped in for a musical 
evening. 
This aspect of things impressed me so forcibly that 
I determined in my own teaching to make my pupils 
good sight-readers, and able to do ensemble work. 
They were encouraged to read articles upon this sub¬ 
ject in the musical magazines, and to play at sight, 
not only solos, but duets, song accompaniments, hymn 
tunes and easy violin accompaniments. This work, of 
course, was made supplementary to the regular routine 
technical drill and the study of solo pieces, but, where 
practice time is limited, it is better to reduce the 
amount of 'technical drill or piece-study than to do 
away with sight-reading and ensemble work. 
Sebastian Bach is the Old Testament of our music. 
His works are tile promise which his followers have 
merely fulfilled. The relation of Bach to modern Ger¬ 
man musical art is that of Greece to the art of later 
days.—Marsop. 
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HANS ENGI-LMANN. 
The news that Hans 
Engelmann is no longer 
living will be received 
with sincere regret by 
thousands of our readers. 
Probably no more prolific 
composer of popular sa- 
Ion music ever lived. His 
compositions numbered in 
all about three thousand, 
though not all of these 
were published under his 
own name. One is re¬ 
minded of the indefatig¬ 
able Czerny, save that 
whereas Czerny wrote n L
endless pages of music that had no purpose other than 
to prov.de technical drill, Engelmann wrote music that 
was genuinely tuneful. Many of the melodies were of 
the straightforward, simple kind that always find a 
way into the hearts of a vast mass of people to whom 
the classics are a sealed book. 
,.E,n^lraa"n,;"als bT°Trn at Berlin, June 16, 1872, and 
died May 5, 1914 He was the only son of a German 
military officer of. high distinction who rose to be a 
Private Secretary in the service of Emperor William I. 
The boy s education in early childhood was of the best, 
and he began to study the piano at the age of seven. 
H.s father intended him for the medical profession but 
nevertheless saw to it that the boy had an excellent 
musical training, even permitting him to undertake a 
course of study in piano and composition at Leipsic. 
The boys love of music was so great, however, that it 
surpassed everything else. His father’s attempt to keep 
■him from a musical career by placing him in a mer¬ 
cantile office merely had the effect of making his love 
of music stronger than ever. 
The young musician came to America in 1891, and 
settled in Philadelphia. He did not originally intend 
to reside permanently in this country, but lie met with 
so cordial a reception that he finally decided to remain. 
At this time he received much assistance, musical and 
otherwise, from Hermann Mohr, an excellent teacher in 
Philadelphia, who proved himself to be a true friend. 
After Hermann Mohr died, however, Engelmann was 
left to fight his battles alone. He managed to win 
some distinction as a pianist, and also gathered about 
him a coterie of pupils, though success did not come 
without a struggle. 
All this time he kept persistently composing, his first 
published work being The Marine Band. March. There 
soon proved to be a ready market for his compositions, 
which were found acceptable by both teachers and 
pupds. This no doubt was largely due to the extremely 
melodious nature of everything he wrote, whether it 
was an easy piece for the lower grade or a complicated 
work intended only for advanced performers. The 
most popular of all the works that flowed from his pen 
was unquestionably The Melody of Love. 
Composers, like poets, are born and not made It 
is possible, of course, for a man to go through an 
elaborate course of harmony, counterpoint, musical 
form, etc., and at the end of the course to be able to 
write music that is “well constructed” and blameless 
from a theoreticM point of view. There are thousands 
of Doctors of Music in the world to whom the writing 
of such music is a simple matter. But natural 
musicians are more rare. Natural musicians are thos 
to whom music is as the breath of life. They 
in tones as others think in words and can only fin,i 
the true expression of their inmost thoughts in thc 
language of music. A course in theory can only 
develop such gifts to a higher degree of technical rj. 
fection, it cannot supply them if they are missing. 
Hans Engelmann was unquestionably a natural 
musician. From him melodies gushed like water fr0m 
a spring. Engeimann’s music possesses at least one 
quality which no critic can afford to decry. It possesses 
the quality of absolute sincerity. Engelmann entered 
into the life of the people around him and absorbed 
the life of the everyday world. This he gave out 
again in his music in good measure. He did what so 
many of us fail to do—the best he knew how tinder 
the circumstances in which he was placed. He in- 
terpreted the life he lived honestly into music, and in 
doing this he gave pleasure to hundreds of thousands 
—perhaps millions—of people, because he gave them 
tunes they could understand. Hans Engelmann is 
dead, and dead before his time, but some at least of 
his hundreds of melodies will live after him and sene 
to awaken in many a small heart the love of music 
which unites all Etude readers, however varied their 
tastes, in the bonds of true fellowship. 
In addition to Melody of Love, mentioned above, 
among the most popular of Engeimann’s compositions 
are: Apple Blossoms, Dreamland, Hungarian RhabuL 
Grand Waits Caprice, Grand Festival March, Bridi 
Kw Walts, Lover’s Lane Walts, Over Hill and Dalt 
ul/uthe ,En Route March, Under the Mistletoe 
When the Lights are Low, Concert Polonaise. 
The Best of the New Music Issued by the Leading Publishers 
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Nearly one hundred years ago (December 25, 
1814) the Treaty of Ghent was signed and Great 
Britain and the United States closed the last 
conflict between the mother country and the 
energetic New World. A few months there- 
after (February 22, 1815), Boston, a favored theater 
for peace jubilees, held a musical festtval celebrating 
the signing of the treaty. The success of this 
musical event led to the formation of! the Handel 
and Haydn Society one month later. By Christmas 
of the same year the society was able to give a 
concert made up largely from the works of Handel 
and Haydn. In less than ten years the organi¬ 
zation had become important enough to commission 
Beethoven to write an oratorio for its use. Beethoven 
was greatly pleased, but unfortunately did not under¬ 
take the work. 
peculiar contraption known as the Beggar’s Opera, and in 
1801 parts of Handel's Messiah had been given at a public 
concert. In New York the musical work seemed to center 
ct first around the church, and Ritter in his Music in 
America mentions a performance ot The Messiah taking 
Place in Trinity Church as early as 1760. (The work was 
first given In Dublin in 1742). Comic operas or more 
pioperly speaking, ballad operas, which were mere farces 
interspersed with songs were given in New York as early 
ns the middle of the 18th century. The musical character 
of these performances continually improved, and by 181 a 
we find that the works of Henry Bishop were becoming 
popular in America. In 1823 Payne s famous Clari, the 
Maul of Milan was presented with music by Bishop (Includ¬ 
ing Borne, Sweet Home). In 1825 Weber's Freyschutz was 
given in New York in a somewhat garbled form. In the 
fall of the same year Manuel Garcia brought his opera com- 
_  __her of the 
_ _ __ time, notably The Barter of 
Seville, The Magio Flute and Masaniello were given in 
garbled form. 
As early as 1791 New Orleans had a regular com¬ 
pany of musical theatrical performers, and by the time 
of our second war with England there was a regularly 
established operatic enterprise in the Southern city. 
Louisiana had become a part of the United States, 
thanks to good American dollars and Napoleon’s fear 
of England. But it was at heart still a Latin terri¬ 
tory. The spirit and traditions of France and even 
Spain were not to be removed by legal annexation. 
Indeed, the legislators continued for many years to 
conduct their debates in the French language, and to 
this day the tendency to emulate France and things 
French is very manifest. 
GOTTSCHALK’S ANCESTORS. 
The foregoing must make quite clear the fact that Gott- 
schalk was born In an atmosphere very different from that 
ot most other parts of America with the exception of the 
French sections of Canada. French ideals, French litera¬ 
ture. French art, French music made New Orleans the Paris 
of the new world. But there was a still greater French 
Influence in the life of Gottschalk than his environment. 
His mother was one Atmee Marie de Brasle, a native of 
New Orleans, who when she was fifteen years Old married 
Edward Gottschalk, who went to America from England In 
1828. The father, It is understood, had studied medicine 
in Leipsic, and had secured his degree there. 
GOTTSCHALK’S CHILDHOOD. 
Louis Moreau Gottschalk was born in New Orleans, 
May 8, 1829. He was said to have been very frail and 
very fair when a child. His personal beauty was such 
that it attracted wide attention, and he was a most 
amiable, tractable child. His sister relates that once, 
while their mother was resting at Pass Christian, she 
was startled by hearing the sound of a very attractive 
melody coming from the adjoining music room. It 
was a melody the mother had played. She knew that 
no one else but her three-year-old baby was in the 
house. Half startled and half delighted, she rushed 
to the room in which the piano stood and found Louis 
Moreau Gottschalk standing on a high stool. 
The child’s father was startled by this unusual mani¬ 
festation of talent, and an expert was brought in in 
the person of a French musician called Letellier. He 
mapped out a course suitable to the talent of so young 
a pupil. At the age of six Gottschalk commenced 
s of the day were very enthusiastic. Natu- 
“Musie is my Pride to cheer and delight me. 
Music is my friend to amuse and make me gay. 
Music—ah1 it is my angel to lead me to God.’’ 
studying French and also the violin with a teacher 
named Ely. 
According to an account coming from Gottschalk’s 
sister, the boy was so remarkable that he was requested 
to play the organ during the absence of the local parish 
organist. Indeed, he was impressed into service with¬ 
out warning of any kind. His teacher pulled the 
stops and used the pedals, but the boy read the music 
for the entire mass at sight. At the end he was so 
exhausted with excitement and delight that after run¬ 
ning home to tell his mother he fell weeping hysteri¬ 
cally in her arms. 
A PRODIGY. 
At eight Gottschalk gave a concert in aid of a vio¬ 
linist 'connected with the French opera (M. Miolau), 
who had been attended by misfortune. The concert 
was a huge success. After the child was home safely 
tucked away in bed he was awakened by a serenading 
party composed of the violinist and his many friends 
from the opera. 
DEPARTURE FOR EUROPE. 
Although even at that time musical culture bad made a 
very gratifying advance in New Orleans, it was realized 
that a course of study In Europe was well nigh indispensable 
for the very talented* bo.v. This was difficult to bring about, 
principally because the boy and his mother were so deeply 
devoted to each other. He was, according to all accounts, 
an unusual youth in the sense that he was constantly 
trying to do good to others. In after years his unselfish¬ 
ness was noted by many observers. A stem father, however, 
settled the European question by booking his passage on a 
steamer leaving New Orleans in May, 1842. By this time 
the bov had become very popular in his home city, and his 
farewell concert was attended by a yery large audience. His 
departure was kept secret from his mother, and she was so 
prostrated by his going that for a time it seemed as though 
she might not survive. 
AT SCHOOL IN PARIS. 
Arriving in Paris, the twelve-year-old virtuoso was 
put in a private school conducted by M. Dussart. For 
the first six months he studied with Charles Halle. 
Halle (originally Carl Halle) was a German who had 
settled in Paris and had become the friend of Cheru¬ 
bini, Liszt, Chopin and others. In 1843 he went to 
England, where he worked for most of the rest of 
his life as a conductor and as a teacher. He was 
knighted in 1888. His position was such that he was 
able to introduce the wonderfully gifted Gottschalk 
to many celebrities. When Halle left for England, 
Gottschalk became the pupil of Camille Marie 
Stamaty, a pupil of Kalkbrenner and Mendels¬ 
sohn. Stamaty also became the teacher of no less 
a master than Saint-Saens. Under this new 
teacher Gottschalk made remarkable progress, 
and it is said that Chopin took a great interest in 
his work. His teacher in harmony was M. Maledan. 
STUDENT LIFE IN PARIS. 
Gottschalk was fortunate In having two Influential rela¬ 
tives who Introduced him into the exciting life of the Paris¬ 
ian capital. These were his aunt, the Comtesse de Lagrange, 
and his cousin, the Comtesse de Bourjolly. With the talents 
he soon became much sought, and his brilliant improvisa¬ 
tions became the talk of Paris even in the days of great 
-masters of the keyboard like Liszt, Chopin and Thalberg. 
Still a child, he found time to write down some of his 
improvisations, and the result was his Ossian and the 
Danse des Ombres both of which were dedicated to his 
mother. At fifteen he was writing such pieces as Bannier, 
Savanne and Bamboula. An attack of typhoid fever proved 
an obstacle in his school work fro'm which he did not re¬ 
cover for some considerable time. According to one report 
he was the pupil of Berlioz for a time, but it is not un¬ 
likely that he was rather his proUgi than his pupil since 
the older musician to'ok a fatherly interest in the work of 
the rising young pianist and composer. 
His association with Berlioz was so important to him that 
he declined an invitation to visit the Queen of Spam. Fre¬ 
quent concerts took place in the Salle P ley el, +and many 
rally men of ti 
and many oth^.„ --- ------- 
with which Gottschalk treated bis melodic ideas. His judg¬ 
ment was greatly respected, and when he was little over 
sixteen he was asked to act as one of the judges at a prize 
contest at the Paris Conservatoire. «At the same time he 
gave a series of highly successful concerts in which Berlioz 
participated. , B Overwork and overexcitement proved too much for so 
sensitive a youth, and in 1847 be was obliged to take a 
long rest. At every place, however, he was importuned 
to give concerts, and in Switzerland especially he extended 
his reputation very considerably through occasional appear¬ 
ances. in the meantime his family in America had become 
excited over the reports of his success, and his mother and 
his sisters visited him in Paris in December of the same 
year. This encouraged him immensely, and he wrote many 
of the popular salon pieces of the type which made his name 
famous during the next quarter of a century. Much of his 
time was devoted to playing for charitable purposes, as he 
was only too anxious to help others at all times. 
EARLY CONCERT TOURS. 
In 1849 Gottschalk made a tour of France, only to 
find that his pieces were played everywhere by people 
who were anxious to fete him after every perform¬ 
ance. His father arrived in Paris and Gottschalk re¬ 
turned long enough to greet him and then departed 
for an extensive tour of Spain. There he was lionized 
in a manner difficult to understand in this more mate¬ 
rialistic age. The king gave him the diamond cross 
of “Isabella la Catholique” and that of "Leon d’Hol- 
stein.” The sword of honor, "El Chielanero,” was 
also bestowed upon him. 
One sensational tale is told of his visit to Spain. A 
young woman who was devoted to music lay at death’s 
door. She had longed to hear Gottschalk play, but 
was unable to leave her bed. She was in humble cir¬ 
cumstances'. The pianist heard of this and had his 
instrument taken to her room. There he played while 
her spirit departed in peace. After two years spent 
in the adulation of his Spanish admirers, he returned 
to Paris and left for New York in 1852, where he 
was greeted by his father and brothers. Gottschalk 
never saw Paris again. 
AMERICAN APPEARANCES. 
About the middle of the last century, Niblo’s Garden 
was one of the chief amusement resorts in New York. It 
possessed a large auditorium and everything from symphony 
concerts to spectacular extravaganzas was presented in that 
famous theatre. Accordingly Gottschalk’s first American 
appearance was scheduled to take place there. (Feb 11th 
1853). Some of his fascinating piano pieces had gained 
some popularity in America and the concert was very 
successful. The musical criticism of the day leaned rather 
toward the spread eagle English which resounded through 
our legislative halls after the fashion of Daniel Webster. 
One of the papers in endeavoring to pile on applause of the 
exaggerated kind said. “Gottschalk has the dexterity of 
Jaell, the power of Mayer and the taste of Herz,” a 
criticism altogether without meaning in this day since the 
minor pianists with whom he was compared are rapidly 
becoming little more than obscure phantoms In musical 
history. In another paragraph we are told that “he dashes 
at the Instrument as Murat charged the enemy" The 
New York Tribune even went so far as to intimate that 
it was very gratifying to observe a citizen of our glorious 
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GOTTSCHALK AS A COMPOSER. 
Berlioz s adulation must come as a surprise to many 
who have read for years some of the supercilious 
criticisms of lofty musicians who fail to see anything 
of merit in the very individual work of Gottschalk 
because he worked along a somewhat different plane 
from that of the more serious and more exacting 
musicians whose names are classed with the masters 
of the art. However, the day of Gottschalk is now long 
past, and we may estimate his artistic achievements as 
well as his shortcomings through the perspective which 
lends frankness to judgment. Such programs as Gott¬ 
schalk played would be impossible in the concert halls 
of America to-day. Compared with the great master¬ 
pieces for the piano, many of Gottschalk’s works would 
be declared trivial and even banal by the average 
newspaper critic. This criticism would be justified 
in many cases. Even in Boston in his own day Gott¬ 
schalk was-very coldly received, for Boston was al¬ 
ready saturated with the classicism of the German 
school. Regarded by the severe standards of taste 
cultivated by the musician who has rarely been away 
from his Bach, Beethoven and Brahms long enough 
to learn that fully three-fourths of the world still 
clings to pretty and catchy tunes of a more or less 
commonplace type, Gottschalk must forever remain 
beyond the pale. But for the millions who have yet 
to attain the musical heights Gottschalk and com¬ 
posers of his type are still the silken rope up which 
they are most likely to climb, if climb they will. Con¬ 
sidered broadly, music of this class holds a far more 
important place in our general musical development 
than some hyper-critical, not to say “snobbish,” cen¬ 
sors ever admit. However, this discussion of a some¬ 
what important phase in our American musical prog- 
ress must not induce the reader to look upon the music 
of Gottschalk as lacking in merit. Indeed, much that 
Gottschalk did in the way of inventing tunes and 
treating them effectively for the pianoforte was highly 
commendable. His Pasquinade, for instance, is very 
striking both from the melodic and rhythmic stand¬ 
point. Compared with the Ninth Symphony/ or Die 
Meistersinger, it becomes absurdly insignificant, but 
notwithstanding this it possesses a distinct merit as 
a composition of its class and generation. The ever 
popular Last Hope is simply a hymn-like tune with a 
decorative variation that, although superficial, is at¬ 
tractive, effective and distinctive. Gottschalk at least 
devised a treatment for this particular piece that gives 
an effect quite different from the conventional varia¬ 
tions that were being turned out in his day as fast 
as the labored printing processes of the time per¬ 
mitted. Gottschalk’s Last Hope is a fair example of 
the more stereotyped variations upon which so many 
musicians pinned their bid for present material success 
as well as their hope for immortality. 
GOTTSCHALK AS A TEACHER. 
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His presence was the signal for a festa. That he was 
delighted is shown by his letters, which are a mixture 
of commonplaces reflecting the languid life of the 
torrid climate, here and there invigorated by quota¬ 
tions from Shakespeare and sauced by comparisons 
of the tropical bill of fare with the menu of Del- 
monico. Many of the things he produced were so 
trivial that he himself had them put out under the 
nom de plume "Seven Octaves,” but he did produce 
such a piece as Ojes Creoles, and we are told that he 
was more susceptible to the eyes of the lovely creoles 
than was best for his musical advancement. 
Departing from the West Indies lie toured through Central 
America and Venezuela, returning to New York In 1862. 
Much to Ills surprise lie found New York as brilliant and 
apparently as prosperous as ever despite the fact that the 
country was In the midst of one of the most terrible of all 
wars. He gave concerts successfully and was delighted with 
the country as he found it after so long an absence. The 
papers were so enthusiastic over Ills playing that he was 
•'sickened with tile flattery.” At other critics who failed 
to enjoy Ills light hearted compositions and appreciate them 
as representatives of a special style lie had favored ho 
hurled, "Why will they exhaust tlielr ten-pounders in order 
to kill mosquitos.” In Boston his reception l>,v the public 
was more favorable, but the papers still regarded him coldly. 
He took sides with the North in Its struggle against the 
South and In Montreal when he was requested to play 
Dixie, went to the piano and played an elaborate Impro¬ 
visation around Yankee Doodle. 
RETURN TO SOUTH AMERICA. 
In 1865 Gottschalk sailed for San Francisco. Transit 
by land across the continent was far more difficult 
at that time than the little matter of the water voyage 
around South America. After a none too successful 
sojourn in California, he sailed for South America, 
where he met with immense favor in all the countries 
he visited. His houses were “sold out” eight days 
in advance and seats brought as high as twenty-five 
dollars apiece. In Brazil he became a favorite of the 
emperor, and his friendship with the Portuguese pian¬ 
ist, Arthur Napoleon, was also of great assistance to 
him in Ri0 Janeiro. In South America he won popular 
favor by his charitable tendencies and his interest 
in establishing free schools. Indeed, there are many 
who feel that his influence upon education in the 
Latin-American countries was very great indeed. A 
quotation from one of his addresses indicates a very 
broad grasp of an important principle which he en¬ 
deavored to get South Americans to observe: 
is 'that "austere %ld "KELT!*" 
\blh * the''individual for ‘the" use‘Pof 
SSTS&St* ss*'!'* buu'twofcN^e""entIy fpl 
'‘ PcoNc/whlcb attracts the 
the weak is transformed 
country, It ls not Its emlni 
of the Intellectual level c 
enlightenment of the collective entity—the “Deonle^ * the 
aSSKSsS-i** 
the^e”Hfr ?B-nhafoor iTM 
rejoiced In the possession of eighty anmme^ - Gottschalk 
GOTTSCHALK’S LAST DAYS. 
On the 26th of November Gottschalk conducted a 
huge festival in Rio Janeiro. A feature of the concert 
was a Marche Solemn*” which he had arranged for 
the orchestra. It concluded with the National Hymn. 
Gottschalk had hardly recovered from an attack of 
yellow fever. The next day the worn-out musician 
tried to lead the orchestra again, but was too weak to 
berTfi- -f,rCW W°.rse and died Decem¬ ber 18 1869. The Philharmonic Society conducted the 
thTdu ’ a?df,f°;S0.T ,t!m.e his body laid » state. On 
the day of the burial, business ceased in the Brazilian 
capital and the streets through which the cortege 
passed were lined with people for miles. He was 
buried within the rites of the Roman Catholic Church 
hfetTme a member during his entire 
AVAILABLE GOTTSCHALK COMPOSITIONS, 
compositions' of" Gottschalk,^of, ?,le 
:n*o still in pop.iiInr favor as wolf ah , °£e 
stood this ‘‘survival of the titw" w ?hich ?ave *ot 
«Mirn/rt7nV: 
nir <1c In Hnrmia (a giirnrtatntfiv him.+Jl.?- &onve- 
(one of Gottschalk’s most charactpriTin niln : 
de 
tionnll.v line work even'in this dav" 71 a? GxopP- 
,ns and ‘•»*i'a<'tei'lstio, fl) ; Le ndnnier {W«t lndlnl,n Ne|1-o 
folk sone tvpe made Into nn interesting piano ple» - 
Mehth BalCe (showing <h-<tschaIk'H aspiration,^ '■ 
a Ugh style) ; The Damn (Immensely popular. «,?*'« 
Dying Poet (4) ; /■airy Lund tschottlnch (trivial, 3); 
Osstanique (0) : Value I oetlque (7) ; Grand fichtn,, (, ' 
cates Gottschalk's possibilities hud he set hi, aim "di 
little higher. This is n very unusual composition f0r ,* 
time 7) ; Water Sprite (popular lint trivial, 7i : The s' 
(5) The Tremulo (possibly Gottschalk's most sucoS 
effort, 8). 
The difficulties in Gottschalk s works are of a onr»i 
technical character except in those cases where he h. 
reproduced the fascinating but baffling rhythm, 0f |„T 
America. Space prevents us from mentioning other com!!' 
sitlons of merit but less renown than the above. po 
Some years ago John Francis Gilder, an American 
pianist and composer of popular salon music, wrote 
the following appreciation of Gottschalk in the Musical 
Record. It is not giveh here as an accurate estimate 
of Gottschalk’s standing as an artist but rather as 
means for the present day reader to understand the 
enthusiasm with which Gottschalk was regarded by hi; 
contemporaries. 
“I have heard many pianists of note dating back into 
the ‘forties’ beginning with Henri Herz and extending 
through to Paderewski. Of the entire number I con¬ 
sider Thalberg, Gottschalk and Rubinstein the three 
greatest. Each possessed genius, originality and in¬ 
dividuality as a composer. Rubinstein covered a larger 
range of compositions than either of the others. Thai- 
berg created a new school of piano effects, and Gott¬ 
schalk had very great individuality as a composer. His 
compositions, however, require for their proper inter¬ 
pretation not only an almost perfect technic but a touch 
capable of the most delicate expression and also of 
great power. To be a good Gottschalk player requires 
a poetical nature. One must possess the delicacy 0f 
a Joseffy combined with the power of a Rubinstein tc 
be able to give a correct idea of the full capabilities of 
Gottschalk’s music. 
“Although I appreciate and admire Gottschalk as 
a composer, I think he was still greater as a virtuoso 
I have had many opportunities for hearing him plav 
and imbibed inspiration from his superb performance 
of his most notable pieces. 
“When Gottschalk came upon the stage at a concert 
he always wore white kid gloves. After seating him¬ 
self at the piano, while slowly pulling off his gloves, 
he would look around at the audience, smiling ami 
bowing to friends whom he recognized. He usually 
improvised a few chords before beginning the piece 
and the exquisite harmonic effects he produced were 
always in perfect taste and correct form. His touch 
was indescribably charming and he produced tones 
trom the piano that have probably never been equaled 
by any other performer. I never heard Liszt, but pre- 
IIT r- „ tbePe were P°>'n‘s of similarity between him 
and Gottschalk. Undoubtedly they were the two 
greatest pianists that ever lived. 
oerflr'iLn04 tr“e, !hat Gottschalk only excelled in the 
hfm M n i?fr h,S °wn impositions. I have heard 
^ her with^J gUPS a,K' °,her dassics’ one aft" 
Dlavedl i 'S?St wonderful effect. Whatever he 
b g °r,fied rth the s«Perb finality of tone and 
£d an Pn° eXCCUtion aWs at his command. He 
wanted tn rePert°ire at his command. People 
nothin, ° Car Got,seha]k PW Gottschalk. There is 
DSSgav7reraCHn’arkab,eu.in tHat' When Charks 
own works p i tbls country he read from his 
^reldiS r!-S,VClf N° one criticized him for 
Gottschalk^ comn'nV fr°m thC W°rk °f °ther authors' 
that they were wE"8 f original and charming 
effective When’he aTV7 h'm’ ind^cribably 
melody sound a. though 6 ^ H°PC he madc "’C 
an organ with thl vnx ,SOmeone was P1a-ving it upon 
delicate runs arcnl hu.mana stop drawn, and the 
of an Aeolian haE3"^! '* soundcd ,ike ,h<- murmurs 
in the audienp P' T 'e effect was such that many 
seem ^sttravagEnt^anir ^ t0 tearS- 
the most perfect m1 consu,er Gottschalk 
lived. With tbp ter of pianoforte effect that ever 
heard an other ? T,la,berg' I have never 
were so absolutely flawlessWA0Se e£ccl,tion and tnllch 
have appeared sin« „ jSS' numher of great pianists 
masterly performan^^ de ,gbted the world by their 
undertake to depreciate^1 certaIn,>' would not 
assert the impression '?entS- T can on,y 
me. There are ^ Got‘schalk’s playing made upon 
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SCHOOL AND MUSIC STUDY. 
“1. How can a high school pupil with many hours 
of homo work to prepare become a successful player? 
I n other words how can a general and musical edu¬ 
cation be carried on at the same time? 
“2. What pieces should one be able to play after 
three years’ practice? Also what books should one 
be up to?” N- 
This is a problem that has not as yet been satisfac¬ 
torily solved, if indeed any real attention has been 
given to it by school authorities. It would seem as if 
public school education had been entirely laid out on 
mechanical or routine lines. It is a sort of hopper into 
which every sort of human grist is poured regardless 
of innate tendencies, or natural aptitude for any pro¬ 
fession. In this regard a private school holds vastly 
above the public educational mills. If a child desires 
to pursue a musical education, and at the same time 
acquire general knowledge, his course of study in the 
schools should be so laid out that he could have a 
reasonable practice time. A course of study should not 
be laid out for five hundred students which is to be 
unalterable and incapable of re-arrangement. Rather 
each pupil should be studied and the various courses 
arranged to meet individual conditions. In the case of 
a piano student, certain studies might be omitted, and 
perhaps a year or two longer taken in order to com¬ 
plete the necessary stifdies. In some cities I believe 
arrangements have been made so that music students 
may receive credits done in that work. It has not as 
yet become general. Until it does your first question 
will remain unanswerable. It can only be solved in 
accordance with the individual conditions under which 
one lives. 
2. This depends altogether upon the amount of nat¬ 
ural ability possessed by a given pupil and the amount 
of time given to practice. A fair average would be to say 
the fourth and fifth grade. This would mean the fourth 
book of the Standard Graded Course, with hooks like 
Cooke’s Mastering the Scales and Arpeggios, Mason’s 
Touch and Technic, Czerny’s Opus 299, or Czerny- 
Liebling Book 2, Heller Opus 46 and 45, Mendelssohn’s 
Songs Without Words, and working gradually into 
the easier sonatas of Beethoven. Any pieces that you 
see listed as fourth or fifth grade would belong in 
this class. 
INEXACT. 
“I have a pupil who understands the scales, major 
and minor, can recognize sequences, and name almost 
any chord in her pieces, and yet she does not play 
well. Her technic seems to be supple and excellent, 
but she strikes notes before she takes the time to 
see what they are, and does not detect the wrong 
notes when she has struck them. What would you 
do with such a pupil?” G. M. 
Such a pupil is perhaps playing with her eyes and not 
her ears. She sees the music, perhaps conceives it in her 
mind, but rushes along without determining whether 
the correct sounds have been produced or not. Good 
musicians sometimes do this when they are trying to 
quickly obtain an idea of a difficult composition which 
they cannot read at sight and get in all the notes at 
the same time. Their minds take in the import of the 
music through their eyes, but their ears do not stop to 
listen whether their fingers produce the right sounds or 
not. There are many bright pupils who soon learn to 
form a mental conception of a musical phrase the 
moment the eyes fall upon it, taking it in as a whole at 
that. Your student may be one of this class. To cure 
her of the habit of playing without listening, two things 
may be done. First she should be made to do a great 
deal of slow practice, listening intently to every note. 
Second, she should memorize a great deal. This will 
force her to concentrate her attention upon what she 
is doing, and she will be obliged to listen to every 
sound. Memorizing often comes difficult to this class 
of players, but by beginning with comparatively simple 
compositions, especially those simple in formal con¬ 
struction and not contrapuntal in character, and learning 
them phrase by phrase, she can gradually acquire skill 
and greatly improve her playing from every standpoint. 
REED ORGAN. 
“1. What should be taken up after finishing 
Landon’s Heed Organ Method? 
“2. What etudes should be taken with the third 
and fourth grades of the Standard Graded Course?” 
1. School of Reed Organ Playing, by Landon. This 
is in four volumes, and you would better begin with 
the second book, having already done the same author’s 
Method. Velocity Studies for Reed Organ, by Theo¬ 
dore Presser, you will find a very valuable adjunct to 
your study. Laus Organi, in three volumes, is an excel¬ 
lent collection of pieces for reed organ. It will also 
be a good plan for you to send and get Graded Course 
of Study for Cabinet Organ, by M. S. Morris, a ten- 
cent booklet, which will provide you with a great deal 
of useful information. 
2. Czerny-Liebling, Book II, First Study of Bach; 
Heller, Opus 47; Bach, Little Preludes; Heller, Opus 
46 and 45. Cooke's Mastering the Scales and Arpeggios, 
constantly. 
TROUBLE WITH TIME. 
“I have a pupil who reads notes well but is very 
ragged in time, so that her playing makes one 
nervous. What can I do to help her?” H. E. 
Give her a special course of study in time beating, 
especially away from the instrument. Make her count 
the various kind of time, speaking strong accents on the 
strong beats of the measure. Procure Exercises in 
Musical Rhythm, by Justis, and give her a thorough 
course of instruction in them. These are studied by 
tapping .the exercises on the table with the finger, a 
pencil, or other convenient instrument. Exercises in 
Time and Rhythm is also excellent, and it will be a 
good thing to take some work from both the books. 
Give her simple pieces on the piano and count aloud 
while she plays. Also make her count aloud the pieces 
as you play them. You will obtain much help from 
this. Do not forget that much depends on the strong 
beats being emphasized in all exercise work. Pupils 
must not only be taught to feel the regularly recurring 
beats within the measure, but the swing of the measures 
as balanced one against another. 
MUSIC AS A CAREER. 
“1. Is it possible with only two hours a day to 
practice, and four hours on Sunday, to become a 
fine player? Being employed it is impossible to 
give more time, but wish to prepare myself for a 
musical career. 
"2. Should Czerny’s Opus 290 be played lip 1 
the metronome mark? I find it difficult to compas 
"3. Should I keep them in constant practice? 
find that after dropping them for a few weeks 
forget portions of them.” r. B. 
Many have become fine player's with no more time 
for practice than you specify. Two hours used intelli¬ 
gently will enable you to accomplish more than four 
hours employed in the manner of the.average pupil. The 
work of the average player is listless and results are 
comparatively slow. It is astonishing how much such 
a pupil can accomplish when undertaking something in 
which he or she is earnestly interested. Many teachers 
owe their success to their ability to inspire this interest 
in their pupils, hence if you lay out your work intel¬ 
ligently, and concentrate yourself upon it to the exclu¬ 
sion of every outside factor, give yourself up to com¬ 
plete absorption so that you completely forget yourself 
and the world, know nothing except the work in hand, 
you will then make progress that will surprise you. 
The only question is, can you do this? It seems to be 
possible to but few. Men of genius tell us that their 
great work has been accomplished in no other way. If 
necessary to them, how much more so to people who 
may not have genius. This absorption may be one of 
the characteristics of genius as is maintained by many. 
If so you will find it a good thing to imitate. Proceed 
with your work in. this manner, and at the end of a 
year you will be able to determine the value of what 
you are accomplishing. You can hardly do it in less. 
Secure a first-class teacher and give yourself up 
explicitly to his directions. 
2. The metronome marks on Czerny’s etudes were 
made before the old fashioned pianos with actions so 
light that you. could almost blow a key down with the 
breath had been supplanted by the modern instruments 
with their heavy actions. Liebling in his selected Czerny 
studies has made new markings more in accord with 
the necessities of a modern piano action. Many of the 
old markings are too fast. 
3. Keeping up a repertoire and keeping everything in 
practice you have been over are two things. Your 
repertoire should be small, requiring only a limited 
amount of time to keep it in order. The object of your 
etudes and exercises is to enable you t'o accomplish a 
certain definite result, acquire a certain amount of 
facility. Having brought this about they have fulfilled 
their function. Reviews of the more important ones 
are essential. Certain advanced etudes must become a 
part of your life. But in the earlier stages many of 
the etudes you use to climb by do not need to be 
reverted to again. Even though you find that you 
stumble over them somewhat, yet in their practice you 
have acquired a facility that will enable you to pass 
on to something more difficult. Therefore do not worry 
over the point you raise in question 3. Simply he sure 
as you progress that you have secured everything pos¬ 
sible out of each etude for your immediate- good. 
A CHOPIN WALTZ. 
“Will you pleasp tell me how the f 
of Chopin’s Waltz in A Flat Onus 
played ; whetli 
the straight three-four time 1 
This is an example of cross rhythm producing one 
of those vague effects of which there are so many in 
modern music. The right hand part should not be 
played as triplets, although it sounds that way as 
many play it, particularly when the left hand part 
alrnost vanishes out of hearing. Again the page often 
sounds absurdly mechanical, the melody thumping along 
absolutely expressionless. It cannot be played in an 
interesting manner unless with perfect ease and free¬ 
dom of execution. Young players rarely acquire this 
in cross rhythm, hence the general stiffness of the 
result. The only Way to acquire this freedom is to 
practice the page a great deal as an exercise with two 
notes in the right hand against one in the left. This 
will give eventual mastery of the notes. Work up the 
requisite speed in this manner, then add the accents to 
the melody notes, playing otherwise with the same even¬ 
ness of touch. The left hand must be kept very dis¬ 
tinct although very light, the whole passage being 
leggiero. Now try and feel the melody as in two- 
measure phrases, the first note with the proper amount 
of accent for a leggiero passage, the second melody 
note lighter, the next with a secondary accent, and the 
fourth very lightly. Let your audience feel this 
phrasing throughout the passage, and it will assume 
intelligence at once, instead of the flat monotony we 
so often hear. It is this phrase rhythm that will make 
the music intelligible, the first beat of each two- 
measure phrase beginning with a very appreciable 
accent, although not enough to spoil the leggiero effect. 
It is reported of Godard’s Second Masurka that it 
was originally composed for a drug manufacturer to 
give away as a premium with a certain concoction he 
was launching on the market. The druggist rejected 
the work on the plea that it was “too difficult.” The 
manuscript was afterwards seen by a publisher who 
accepted it at once. 
426 THE ETUDE 
home, sweet home—t. presser. 
Mr. Theodore Presser’s variations on Home, Sweet 
Home were written in 1882. while he was still actively 
engaged in pianoforte teaching. They were especially 
designed to prove acceptable to students at young ladies*’ 
sermnaries. These variations will make as good and 
as taking a show piece to-day as at the time they 
were originally written. They are now republished 
m a new and revised edition. This number should 
be played in the style of a Gottschalk piece, with 
much expression and with all ornamental passages 
light and brilliant. Grade VI. passages 
ORIENTALE—W. C. E. SEEBOECK 
Vili6 COm?oior’ W; ,c E- Seeboeck, was born in 
tWe in’ionl MSCt Chicag° in 1881 and di^ 
nntuLn 19°?' He_w?s an accomplished pianist and a 
polished writer Orientate is one of several Airs de 
Ballet written shortly before his death. It is an ex¬ 
tremely characteristic composition, beautifully con¬ 
trasted throughout. Grade V. 
ORFA GRANDE POLKA—L. M. GOTTSCHALK 
GottschaJk’s life and works are comprehensively 
treated m another department of this issue.’ Orfa 
Grande Polka is one of the least difficult of his com¬ 
positions, which has been popular for many years. It 
!s ®n. excellent example of the concert polka written 
Whe^ an ai ?0Wy ?ty,e’ one of those Pieces which 
Tre GfadePVyed m°re difficuh than they really 
SONG OF THE BROOK—H. D. HEWITT. 
This is an excellent characteristic piece, having edu- 
cationM value, by an experienced American composer 
and teacher. The graceful left hand melody should 
s and out strongly against the rippling arpeggios of the 
right hand. Although the thirty-second notes are in- 
dicated to be played legato, the effect will be more 
GradeniVnd charactenstic if they are slightly detached. 
INDIAN FLUTE CALL AND LOVE SONG— 
T. LIEURANCE. 
A well-known composer and educator, in speaking 
recently of the work of Thurlow Lieurance, commented 
?p?.n ,ts naturalness.” Mr. Lieurance has taken the 
J"d'a" 38 He .f°Und and his transcriptions 
' r r T ;sp,r,t c0f aI1 Out-doors’ Th< Indian I lute Call and Love Song is a new and charming 
a7f?g rT)f.nt °f some aboriginal thematic material, 
which will well repay careful study. Grade IV. 
women, have been in great vogue of late. Players have 
discovered that these rhythms are not nearly so difficult 
to execute as some of the syncopated rhythms which 
characterize the national music of other countries. 
While Mr. Cooke’s composition is composed of three 
simple melodies, easily within the grasp of the third 
grade pupil, it will be found useful to teachers because 
it sounds more difficult than it really is, and at the same 
time it makes a very pleasing and instructive change 
from the regular “square cut” piece, lacking the novel 
fascination of an individual rhythm. Do not play this 
piece too fast. In the third section (key of C) sing 
the melody in the left hand very languidly, imitating 
a guitar in the accompaniment. Grade III. 
LOTUS BLOSSOMS—F. A. WILLIAMS. 
■Mr. Frederick A. Williams is a talented American 
composer and teacher whose works have been very suc¬ 
cessful. Lotus Blossoms is one of his most recent com¬ 
positions. It is a waltz movement in the quick running 
style which will prove useful and taking either for 
study purposes or recital work. Grade III. 
OL’ UNCLE MOSE—M. CROSBY. 
This is one of a set of Plantation Scenes by the well- 
known American woman composer, Marie Crosby. Ol’ 
Lu‘C,u M°Se suggests an ancient Southern darky, of 
the Uncle Tom” type. The introduction of a few 
measures of Old Kentucky Home adds a poetic and 
happily reminiscent touch. Grade III. 
TUNING UP—G. L. SPAULDING. 
The text furnished by the composer gives a clue 
to the interpretation of this jolly, new. characteristic 
number by Mr. George L. Spaulding. One can readily 
imagine the amateur musicians starting off in a minor 
key and after several faise starts, tuning up and finall 
settling down into the major. Grade III. 
TAPS!—H. ENGELMANN. 
An appreciative biographical sketch of Mr. Hans 
Engelmann will be found in another part of this issue 
(page 422). The very attractive little military march 
entitled. Taps! introducing the bugle call. “Extinguish 
Lights, is Mr. Engelmann’s last composition, written 
within a few weeks before his death. It serves to dis¬ 
play the cheerful character of Mr. Engelmann’s melodic 
invention, even in a period of weakness and ill health 
Grade'11^’ & measUre’ his usual sunny disposition. 
1838—PAOLO GIORZA—1914. 
News comes from Seattle of the death of pao|0 
Giorza, the distinguished composer of masses, ballets 
etc. He was born in Dezio, near Milan, 1838, and first 
studied music with his father, Luigi Giorza, a notecj 
grand opera baritone of his day. So rapidly did hc 
advance that he composed his first mass as an exercise 
while in his ninth year. At the age of twelve he 
walked into Milan and witnessed his first ballet at 
La Scala, and on returning home immediately set about 
composing a similar work entitled Un Pallo. When 
he was seventeen years old he was engaged by the City 
of Venice to write a special ballet to be produced as 
part of a celebration in honor of the Grand Duke 
Maximillian, of Austria, who was destined to be the 
ill-fated Emperor of Mexico. In all he composed about 
seventy-five ballets, all of which were remarkably 
successful. 
He also wrote nine masses, three sets of vespers and 
several hundred single compositions. His one opera 
produced in the sixties, was a failure. He first arrived 
in this country in 1867, but after a few years went to 
Australia, where he lived about twelve years. He then 
returned to Europe. Giorza came again to this country 
to fill an engagement at the Buffalo Exposition. He 
then came to Philadelphia, where he lived until he 
went to Portland to fill another engagement as musical 
director. From there he went to San Francisco, where 
he lost all his possessions in the earthquake. He 
finally settled in Seattle, where he has since lived. 
Giorza enjoyed the friendship of such distinguished com¬ 
posers as Rossini, Verdi, Wagner, Massenet and many 
others contemporaneous with him, and had an inex¬ 
haustible fund of anecdotes concerning them. His 
broad information, sound training in the best Italian 
traditions of singing, genial personality and rich ex¬ 
perience made him a very excellent teacher. 
1831—CARL KOELLING—1914. 
DIALOGUE-J. H. ROGERS. 
th?'t0gUetiS«°ne °1 ? SCt °f three pieces- fresh from the pen of the well-known American composer and 
teacher, Mr. James H. Rogers. Mr. Rogers always 
has something to say, and says it well. These new 
pieces are in his best vein. Dialogue as its name 
implies, is a song without words in which two voices 
a soprano and baritone, take part, in duet style. It 
will afford an excellent study in touch and in the sing¬ 
ing style of delivery. The two leading voices must both 
be brought out well and must contrast, while accom- 
panying passages must be slightly subdued. Grade 
HOMAGE A BEETHOVEN—A. ADAM. 
The composer, Adolphe Adam (1803-1856), is chiefly 
known nowadays by his celebrated Christmas Hymn, 
0 Holy Night. He was a professor in the Paris Con¬ 
servatoire and wrote many successful operas, also 
piano pieces and songs. The minuet entitled, Homanc 
a Beethoven ,s a hitherto unpublished piano piece. It 
is an excellent piece of workmanship, written in the 
style of the classic masters. Grade IUy2. 
ROSE OF ANDALUSIA—J. F. COOKE 
The enchanting Spanish rhythms, so suggestive of 
the languid yet emotional people of that wonderful 
country of sunshine, flowers, romance and beautiful 
SIGNS OF SPRING—D. ROWE. 
maA rtinle,M and very tfking first grade Piece, which 
may be either sung or played, or both together. Pieces 
and fnr T a’WayS dcmand for young students 
and for elementary work, and this is a particularly 
good specimen both as to words and music. 
SOLDIER’S DREAM (Four Hands)-E F 
CHRISTIANI. ' ‘ 
complying the music. In fact, the expression should 
be slightly exaggerated throughout. The parts for 
both players are of almost equal importance. Grade 
ROMEO AND JULIET (Violin and Piano)- 
H. PARKER. y 
A toll Prw and exprcssive violin number, quite 
vLL -P y u Very effective‘ A« of Mr. Parker’s 
violin pieces have proven very successful in the oast 
and this new one should prove no less so. Grade III! 
.CANZONETTA (Pipe Organ)-G. N. Rockwell.1 
voluntary at this season of the year and it win Cll£rch 
bright and dainty recital number. With a Kttl^d* & 
tation it will be found satisfactory aTapLo 
THE VOCAL NUMBERS. 
waysStacceptebleS'V We “have f printed^ifffi th^’ ^ 
whh W!!h b0,H EngIish and W wordsTnd 
Ira B. Wilson s The SecretIs zn ef'***** Vi°1!n part 
song suitable for teaching or encore purposw"7 
E J. Darlings Slumber Sweetly is another o- j 
siy!ons’ “ “ce,ient 
The death of Carl Koelling took place on Sunday 
evening, May 3d. Mr Koe„ing has writ(cn a £ 
numeral 1 W,lich have >><*n well liked bv in- 
numerable readers of Tiif Fti-mp a " 
sympathies of wiU b-.E who 
appeared in the" C 1?’° foI!ow,ng briof skc,ch. which 
fished in Tn P / °f Musical Celebrities pub- 
s&ya timeTfor Febmary’,913-Wi" «* 
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needed his assistance U> ref.llse thc offer as she 
again went to Schmitt Pf0" Ttl,rninS to Hamburg he 
Marksen, the teacheT of n" 1"1SfrUction and also to 
of the b;nd 0/Ewfth Sm-- Ht;,,ccame ,eader 
tioned at Hamburg, ’nd also S" °ff ,he army’ sta- 
societies, several of which * he many s,nging 
came to Chicago where h, u founded- 1878 he 
teaching and composing We ha* ,re,,,a,ned ever since- 
prolific of writers and l,- ® be.en one °f the most 
. known piano pieces Tl 'S Works ‘"clude-many well- 
produced in Hamburg £ mT^ was 
larger forms have also oi ? • ’ , otber works •" the 
h<s compositions, however S h, hearing- Most 
m P^viding which he has w!, .,en tcacbi,i8 pieces, 
a student plodding alonn thr ^ a ?°°d angeI” man.v 
Among these pieces mav hr °f technicaI efficiency. 
Hewers, Eight-Measure Two 
«»d Pupil Ducls> FroZ No “*cs all Keys. Teacher 
Infernalc, and many others h''"9 Leaves’ Chasse 
phenomenal, he coJld^neverlh l”S f,eII°"’ artis,s was 
criticisms. “What i, ("!??eIess be severe in hi< 
indent who washntlavlolUal ^ be asked one dav of 
did not appeal to the virtiP'eCe °f music tbat evidently 
nett’s « of OrtlJ'l'oZl" ^ is, S‘^e 
faid Liszt, vividly recall^ r' 3S t,1e reP'v- “Ah.” 




Mr. Engelmanns Last Composition. MILITARY MARCH H. ENGELMANN 
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Copyright 1914 by Theo.Presser Co. 
THE ETUDE 
429 
SIGNS OF SPRING 
VOCAL OR INSTRUMENTAL 
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LOTUS BLOSSOMS 
Copyright 1914 by Theo. Presser Co. 
British Copyright Secured 
OL’ UNCLE MOSE 
British Copyright Secured Copyright 1914 by Theo. Presser Co. 
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SOLDIER’S DREAM 
EMILE FOSS CHRISTIAN! 
Andante molto m.m.J = 69 SECONDO 
Copyright 1914 by Theo.Presser Co. 
British Copyright Secured 
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SOLDIER’S DREAM 
The soldier, having fallen asleep, dreams in turn of love, the dance, his future wedding day, and of warlike deeds, only 
to be rudely awakened by the Bugle Call at sunrise. 
, PRIMO EMILE FOSS CHRISTIANI 




438 THE ETUDE 
THE ETUDE 439 
r 
440 THE ETUDE 
SONG OF THE BROOK 
Tempo Giusto H.D. HEWITT 
Allegretto M.M.J = 72 
fcrttish Copyright secured 
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“INDIAN FLUTE CALL'AND LOVEJSONGT^ 
(NORTHERN CHEYENNE) THURLOW LIEURANCE 
S': This melody and flute call was recorded on tlie Northern Clieyenne reseryatian, near Lame Deer, Montana AprU 2d 1912 at the Tr 
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TUNING UP! 
HUMORESQUE GEO. L. SPAULDING 
Note-The Amateur Band has a rehearsal and the first reading of a new composition. Although the piece is written in D major,they start 
off in D minor. After a few measures they break down, tune up, and start again. Finally discovering they are in the wrong key, they start 
anew and proceed on the “Even tenor of their way.” _ 
f- a >> nf ■ ~ m 3--’ 
" ! ■ &J ‘PH 
i <5 2 __ 13 2 13a 1 --7—— 2 1 3 2 1 3 
Copyright 1914 by Theo. Presser Co. 
Maestoso m.m.J = 
ROMEO AND JULIET 
Moderato con espress. 
British Copyright Secured 
HENRY PARKER 
Piano 
Copyright 1914 by Theo. Presser Co. 
International Copyright Secured 
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Last time to Finale 
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(ADDIO) F. PAOLO TOSTI 
sul - len ’ sea, Shad-ows ri-sing on you and me; _ 
<t sul - Von da. Lie - ve neb-bta net - la - rta fon-aa, 
Good-bye, Good-bye! Sum-mer, Good - by 
°- e - sta - te, ad - di - o, ad 1 
Copyright 1914 by Theo. Presser Co. 
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DIALOGUE. 
®*1tish Copyright SecuroO 
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The Need for Fine Toned Instruments 
By RITA BREEZE 
A piano, the most important of the 
modern instruments, is the lineal de¬ 
scendant—through various forms of up¬ 
right, grand and square—of the harpsi¬ 
chord. This, in turn, had its origin in the 
primitive contrivance called a clavichord, 
which was borrowed from the harp 
family. The thrumming of strings was 
the second adaptation of the musical in¬ 
stinct—the original reed-blowing pro¬ 
pensity being the progenitor of the 
interesting family of wood-winds and 
brass. While the “string effort,” at that 
stage .of development, was an almost 
unrecognizable attempt to imitate the 
lovely legato of a beautiful singing voice, 
nevertheless that was the aim. Through 
generations of persevering inventors this 
idea has slowly been evolving. 
The “tin-panny” tinkle and uncertainty 
of pitch of the earlier piano forms was 
regulated by the displacement of rawhide 
strings and insufficient resonance pro¬ 
vision, with steel strings and a nicer ad¬ 
justment of spacing. In comparatively 
recent years the hammers, instead of 
being coyered with elk skin, are felted. 
This felt is made from sheeps’ wool, and 
there are two especial qualities to be de¬ 
sired in it. First, it should be firmly 
matted together, that is, the fibre should 
be closely connected to insure wearing 
quality, as, if it be only loosely welded, 
the continual pounding of the hammer 
against the steel strings will cut the fibre 
of the felt. But with this thorough mat¬ 
ting, a pronounced elasticity is also in¬ 
dispensable to enable the hammer to 
rebound from the string quickly enough 
to permit of immediate, free vibration. 
The art of making good piano felts con¬ 
sists of the difficult combination of these 
two requirements. The tone of a piano 
depends largely upon the material used in 
its hammers, and when this fabric is over¬ 
heated during the process of manufacture 
the effect is to bum the fibre, and con¬ 
sequently to destroy the elasticity and life 
of it to a great degree. The tone of the 
instruments in which these badly made 
felts are used is metallic, shrill and in¬ 
capable of being properly sustained and 
modulated after the manner of the human 
voice. On the other hand, pianos in which 
correctly made felt is used have a 
more appealing, sonorous tone, and their 
vibrancy and carrying power are far 
greater. 
FIND A SINGING VOICE QUALITY. 
When choosing an instrument, find one 
with a singing voice-quality, and then in¬ 
spect it. The felt of the hammers should 
be firm, of fine texture, and clamped up 
as close to the point of contact with the 
string as possible to prevent spreading, as 
such relaxation causes the tone to become 
deadened or off pitch. Examine the 
mechanism of the hammer. The fewer 
joinings it has, the more concentrated and 
continuous will be the sound waves. This 
insures the best timbre. An interruption, 
however slight, makes a great difference. 
All wooden parts, which, through the 
effect of dampness are prone to shrink, 
are protected by the best makers. In 
some cases, the wooden bar to which the 
hammers are attached, is soaked in water 
during the process of construction, until 
is completely sodden. After that it 
is dried, soaked again in oil, and then 
incased in a metal rod. This sort of pre¬ 
ventative insures the continuance of de¬ 
sirable quality. The overtone action ob¬ 
tained by using the iron frame combined 
with an overstrung scale was perfected 
by the Steinway family and is now used 
in all standard makes. This invention is 
one of the great scientific triumphs of the 
century, as formerly the treble notes were 
divided from the rest by a complete 
break in the resonance, occurring some¬ 
where in the scale between C and F sharp 
above middle C. This vast improvement 
marks the pinnacle of perfection to which 
the manufacturers have brought this in¬ 
strument. 
A TONE THAT INSPIRES. 
A lovely tone may inspire a student by 
the very sweetness of its appeal, just 
as one personality instinctively draws 
another. Listen for your instrument to 
call you. It should arouse the imagina¬ 
tion, free the fancy. It must sing! If 
it does not then it is poorly made. 
Music is rapidly becoming an almost 
indispensable branch of education. People 
are realizing that the advancement of this 
art means an involuntary turning from a 
state of artificial culture to the whole¬ 
some basic impulses—for music expresses 
emotion, which is the main-spring and 
amplifier of all forms of enjoyment, and 
the corner-stone, as it were, to the great 
stronghold tower we are so courageously 
rearing—intelligence. The cultivation of 
this means of expression awakens the 
sensibilities and develops the mental 
powers along subconscious, therefore 
harmonious, lines with the impulses. The 
result is that the personalities of each 
generation become more rounded and 
satisfying both to the individual himself, 
and to those with whom he comes in 
contact. Also the general inspiration de¬ 
rived from music gives intellectual lever¬ 
age and balancing power to the necessarily 
accompanying spirit of materialism of this 
inventive age. What we need in our day 
of mechanical ingenuity is a fuller realiza¬ 
tion of this fact. Every child should be 
taught some branch of the art whether 
he be markedly talented or not, for it 
opens up his mind more quickly than any 
other influence which can be brought to 
Never before in the history of the 
world have the mechanical devices for 
musical expression been brought to a 
pitch of such perfection. 
It is certainly a good formative influ¬ 
ence for children, for through the sensa¬ 
tion of happiness (this has been demon¬ 
strated scientifically) the life powers are 
not only conserved but enhanced, and the 
buoyancy of increasing exhilaration to be 
derived from this study is a distinct 
factor in racial longevity. 
One way to engender the love of music 
is to place at the disposal of a child the 
use of an agreeably toned instrument. 
His attention will oftentimes be focused 
through, hearing a pleasing sound, when 
nothing else stirs him; then he will try 
to imitate it. From that phase onward 
his interest, if properly stimulated, is 
assured. The older nations recognized 
this power, and carefully instilled the 
love of music. Through its influence the 
young were inspired to courageous 
thoughts, the expression of which in sub¬ 
sequent fearless deeds made their 
countries great. You are weaving soul 
stuffs through the choice of your instru¬ 
ment—through the shadowy visions its 
power evokes. Choose it carefully: 
know the reason for your choice. 
Kranich &; Bach 
Ultra-Quality PIANOS 
and PLAYER PIANOS 
Created with thousands of bits of wood, felt and glue—materials of little natural per¬ 
manence—the attainment of LASTING EXCELLENCE in piano construction is one of 
the most marvellous examples of human ingenuity in the world’s history, and is insured 
in most pleasing measure, only through the time-honored Kranich & Bach policy of 
BUILDING EVERY PART of the instrument from start to finish under one roof and 
under watchful supervision that demands mechanical perfection in every detail, no 
matter how minute—a policy followed by no other man¬ 
ufacturer of high-grade player pianos. 
The address of the Kranich & Bach dealer nearest 
to you will be sent on request, together with a 
copy of our beautiful Golden Anniversary booklet 
-” ' ’ & Bach Quality.” entitled “Fifty Years of Kranii 
KRANICH & BACH 
237 East 23rd Street - . New York City 
BEGINNER’S BOOK £„telb 
By THEODORE PRESSER Price 75 Cents THE latest work along lines of elementary instruction. The material used 
is entirely fresh and is presented in an attractive manner. It is intended 
for the veriest beginner; little tots just out of kindergarten. A very large 
note is used in the early part of the book. Questions and answers are given to 
clinch every subject. Writing exercises are introduced at the very start. 
The utmost care has been given to every part of the work to make it as nearly a 
perfect Beginner’s Book as it is possible to make. A trial of this new book is 
earnestly solicited by all who have to deal with elementary piano instruction. 
Liberal discounts. 
THEO. PRESSER CO., 1712-14 Chestnut St., Philadelphia, Pa. 
IMPORTANT TO ALL SINGERS 
THE VOCAL INSTRUCTOR 
The Latest and Best Word in Voice Building 
By EDMUND J. MYER 
This book is born of the 
give to the vocal profes- 
-3 based^ the singing raove- 
physically and vocally. * The beginner’the more experienced singer, and the busy tea^erVil^alf find 
material and information of the highest value^in this^booL For the^young teacher just starting out or 
is handsomely printed and substantially bound in flexible cloth. Price, 31.% t^r0U8^°ut* k°°k 
THEO, PRESSER CO., 1712-14 Chestnut St., Philadelphia, Pa. 
THE NEW ORGANIST 
Price, $1.50 
ments from standard works by classic aPnd modern"master. ^Tlfey'are^caSufiy'phSlS'and^rejrist^ed 
wSg°rre-W‘th d the eS8entlal editing’ thorou8hlJr practical. Among the original pieces by Mr. 
Prelude in C minor; Postlude in G; Pastorale in F; :Postlude in C. The transcriptions include 
Hungarian March” by Berlioz “Andante” from “Symphony No. 1” by Beethoven. “Romanzc” by 
Mozart, Adagio” by Haydn, “Be Not Afraid” from Mendelssohn’s “Eliza,” Handel’s “March” from 
pbites handsome'ly bou^d'by jB!SJh* Ross!n'’s "Charity,” and others. It is printed from large oblong 
THEO. PRESSER'CO., 1712 Chestnut St., Philadelphia, Pa. 
Please mention THE ETUDE when addressing our advertisers. 
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Playing with 
Emotion 
Do not overlook the need of a 
piano of emotional range if you 
playing^NoV’Th‘t hTt ^ch 
timbre of the piano that ex- 
quality inThehumanVoice t 
denotes depth of feeling. 
In fact, to express emc 
HABDORFF 
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GEO. CHADWICK STOCK 
Teacher of Singing, Offers a 
SIX WEEKS SUMMER COURSE OF VOCAL STUDY 
BEGINNING JUNE 15th 
s; for those who 'T'HIS Course is intended particularly for Soprano and Contralto 
teach as well as for those who sing. 
I believe that every possible facility should be accorded prospective students of 
singing for investigating the merits of any teacher. 
By all means ask any questions that may come to your mind. Full information 
regarding my views and way of training voices will be mailed on request. 
My purpose in advertising this studio through The Etude is to spread widely 
information that is continually proving of practical help to singers. 
All instruction is individual and is given by me personally. The number of 
students that can be admitted is necessarily limited. No applications for this course 
can be received after June 10th. Instruction is based on clear logical lines that do 
not leave the student in doubt as to what to do. 
The Student\ therefore, who is willing to do straight- 
k. NEW HAVEN, CONN. 
THE ETUDE 
TnEA freedom and the tone is always syra. 
THE form OF the IDE . thetic. It is largely a matter of what 
That an idea or concept has torn ^ teacher-s ear will stand without 
seems to elude the scientihc mind, but e 
is nevertheless true. Everything exists 
first as idea, and as idea it »» 
stantial. Hegel’s definition of form as 
it appears to sight is “The realiza .on m 
matter of an idea.” The material form 
can be destroyed, but the idea cannot, 
therefore it is the more substantial. 
the automatic response. 
The idea that the voice never acts cor¬ 
rectly unless controlled by direct effort 
is a vagary due fo a lack of constructive 
thinking. When there is no interference 
prevent it the voice responds ac- 
, _^j-it- conse])t lerefore it is the ore su s • curately and automatically to tl 
The vocal i^"stj-ument is plastic: jna curacy ^ ^ ^ .g a 
iM.5r.mAo to the. idea or concept o - . . Almost invariably responds 
To - attempt to produce 
mechanical directions without the guid- 
by 
e of the tone concept could never r 
■ - sympathetic tone. This direct 
‘s inherently and 
D. A. CUPPINGER 
SUMMER TERM FOR SINGERS 
JUNE 29TH—AUGUST 1ST 
Private Lessons, Lectures, Recitals, Conferences 
Author of SYSTEMATIC VOICE TRAINING 
PRICE, ONE DOLLAR 
D. A. CLIPPINGERSendf-rC, CUi-r' ^Kimball Hall, Chicago 
which rarely obtains. - 
there is resistance in the vocal organ. 
This resistance is usually referred to by 
the term “Throaty.” It is not confined 
the vocal chords but affects the 
control of the organism is inherently auu pharynx as well, thereby impairing the 
fundamentally wrong and invariably ends quality of the tone. Resistance is what 
in failure. Everything involved in pro- makes Upper tones difficult. It is the 
ducing tone must be controlled by in- ^ voice teacher’s arch enemy. It is con- 
direction, the tone concept, the mental stantjy confronting him. It arrives with 
tone if you please, which is definite in lbe grst pup;i jn the morning and goes 
form and which results in definite ex- away with the last one in the evening, 
pression. The vocal mechanism is acting They ail have it in different degrees, 
correctly when it is responding auto¬ 
matically to the concept of the pure sing- 
Wliere they get it is of no importance, 
s there and the teacher 
duced 
Such 1 
t any other way. 
l never be pro- how to get rid of it. With interference 
out of the way the voice practically places 
itself. Here the sensitive ear is in evi¬ 
dence. If the teacher be lacking in this 
direction he will allow the resistance to 
continue, with the result that he never 
will succeed in properly placing the 
tipper voice. The sluggish ear, the in¬ 
ability to detect resistance in the tone is 
responsible for most of the failures in 
voice teaching.—D. A. Clippincer. 
Piano Tuning Pays 
regular 
■n $5 to 
NILtS BRYANT MAKING TE 
“I wish to thank yo 
^ Model^ and Tools. Diploma 
[k=ah8ehigh‘tasb|l7fiS0 hToneVay." Writer? Frelbook! 
235 Art Institute, Battle Creek, Mich., U. S. A. 
ZABEL BROTHERS 
MUSIC PRINTERS and ENGRAVERS 
Send for Itemized Price List and Samples 
COLUMBIA AVE. AND RANDOLPH ST. PHILADELPHIA, PA. 
I TO MUSIC MANUSCRIPT WRITERS .. 
:rs of any kind' THE BENSINGER RAPID DUPLICATOR will make 2, 10, 2C 
irl o CS?af!nt0itnt ?nVl AaII.OO* wit 
THE MUSICAL SENSE. 
The development of any faculty comes 
through its proper exercise. The study 
of mathematics develops the mathemati¬ 
cal sense. The study of philosophy de¬ 
velops the philosophical sense. The study 
of music develops the musical sense. It 
is this musical sense which must direct 
music study, whether it be vocal or in- 
_ strumental. The singer must form both 
the pitch and the quality of the vocal and a sensitive 
instrument as he uses it. It would be as teaching. They 
futile to attempt to do this with the 
sense of the mathematician and physicist 
as it would be for the artist to attempt to 
solve the problems of Euclid with his 
knowledge of art. 
To one who has the artistic sense it is 
a definite entity, but one who has it not 
is totally unable to comprehend its 
activity. This makes it impossible for the 
scientist and the artist to stand on com¬ 
mon ground. The artist has so sensitized 
and refined that part of his nature which 
responds to beauty in all of its forms 
that the slightest variation from his ideal 
of tone quality, pitch, tone combination, 
progression, proportion, form, etc., meets 
an instant mental protest. Ages of 
scientific study would not develop in the 
least degree this part of one’s nature. 
ters of the seventeenth and eighteenth 
tr • • V APPL*CATION- centuries. They depended upon a refined 
How is this artistic sense applied to musical sense to guide them and they pro- | 
_ training a voice? It is called into action duced great singers. The human mental- 
at the first tone the student sings. The ity of to-day is little different from that 
tone must conform to certain mental de- of two centuries ago. To do the work 
mands, among which are the following: as it should be done requires as ranch 
Is it musical? that is, is it round, full, time now as it did then: but the modern 
r.f°nant; sympathetic, im- rush demands that it be done quickly. 
the reZL Lr ° ^ Plt,ch? °n^ To ‘his demand quick methods, 
ions Nodamn„r ^T, qUeS‘ sh°rt methods> condensed methods, scien- 
ed.e-i, of tbTXL .me? atUCal kn°wl- tific ™thods, and a lot of other un- 
Why do we V ' • methodical methods have been invented, 
whosefupper lonesTre h° .man^ ..s.in®ers with results that satisfy only the in- 
f lacyk aonfd 7S VT ^pSSTon"dTtSS 
continue because they do not ^ ™sical mentality the secondary consider- 
either the ear of the singer or that ofhf, y0"’ a hP°Lthesis which is exactly*’ 
teacher may be, if he lacks that refined 
taste which instantly detects a defect in 
tone If worthless as a teacher. 
THE OLD MASTERS. 
The old masters made musicianship 
the basis of their 
musicians first and 
singing teachers second. Tosi, whose 
book appeared in 1743, made the ability 
to read readily at sight the first step in 
the process of becoming a singer. To-day 
only a few ever take that step. In in¬ 
tonation he insisted that the pupil be able 
to distinguish clearly the difference be¬ 
tween what he calls a major semitone and 
a minor semitone, the first of which is 
five-ninths of a step and the second four- 
ninths of a step, and he thinks it nothing 
out of the ordinary to be able to sing 
these intervals accurately. The musical 
standard set by the old masters for their 
pupils was high, and those preparing for 
a career had daily lessons of an hour 
each for from six to eight years. 
Scientific voice production in the 
modern sense was unknown to the mas- 
inted of MUSIC s. 
E ETUDE when addressing our advertisers. 
Chopin had that reverential worship 
quality, he is rt less^ rche 8 ** ?h',ch characterized the 
On the other hand, we know masters of tlle middle ages, but in «- 
teachers who have no patience with !£, preEsl0n and bearing he was more simply 
called scientific method? but whot m°dern and less ecstatic' As for th7 
artistic sense is so refined that * j S° art was for him. a high and holy 
mands absolute purity of tone r ' a™cta,10n- Like them, he was P^ 
sequently their pupils sing with perfect e,ection for and honored “ 
pertect with devout piety.—Franz Liszt. 
■I 
THE ETUDE 
THE BIG TONE. full voice in the beginning invariably de- of endless repetitions. The effect of this 
The number of overworked voices is ve’.ops resistance, and to continue singing is to sensitize one’s nature and gain such 
so great, both in Europe and America, with full voice would perpetuate and control of one’s feelings that they respond 
that it compels the inference that many strengthen the habit and make restoring instantly when called, 
teachers believe a big tone to be the aim the voice a physical impossibility. One The imagination is the most important 
and end of voice teaching. We frequently who has persistently forced his voice can facu]ty ;n interpretation, but it must not 
bear it argued that the big tone must never restore it or gain the right use of be regarded as a fixed quantity. It is 
come first and that the mezza voce will it if he be allowed to practice with full ble of uni;mited development, and 
grow out of it. The large amount of voice. He must begin in the middle of ^ CQmes with ;ts exercise along right 
vocal wreckage strewn along the way the voice with a tone in which there is 
seems to have little effect in destroying no resistance whatever, and it can be ' means to an end 
fhis erroneous idea, notwithstanding every built only so fast as it can be done with- “ , , . , . , .. .. 
instance of ruined voice can be traced to out developing resistance. And here and when combined with an artistic 
the exploitation of this fallacy. About should be corrected a fallacy that is in nature the result is that most wo 
the only possible way to ruin a voice is far too general acceptance, namely, that means of expressing human feeling—the 
to force it. That is, to attempt to secure in order to produce a big tone one must Art of Singing. 
power and compass at once by force, not use a thick register or mechanism. Ex- _ 
by growth. actly the opposite is the truth. When the 
The number of instances which have tone is properly placed, or poised, with METHOD, 
come to our notice recently of splendid the right relation, or balance of the breath The term Method ;s very largely mis- 
young voices sacrificed to ignorant haste and the vocal instrument, there is no con- Every teacher has his ideals, 
is alarming, and yet the game goes sciousness whatever of resistance. In . A . . , . «• 
merrdy™ fact, the tone seems scarcely to touch the and these he tries to reproduce m his 
y throat. It is only by building the tone PaP‘ls- 15 safe t0 s.ay *at all teachers 
THE CAUSE. from which all tension, rigidity, interfer- succeed in the main in doing this. We 
What is responsible for it? A lack of cnce, resistance, effort have been com- cannot imagine a teacher going on from 
refinement in the tone concept, or taste of pletely eliminated that the student may year to year without getting his pupils to 
the teacher, a desire to make a public hope to gain control of the real head produce the kind of tone he believes to be 
showing and' demonstrate a method that voice. It is unfortunate that so few right. He will cast about until he finds 
turns out artists in three months, to- singers ever find the real head voice. SOme way of getting what he wants, 
gether with an utter lack of knowledge They doubtless believe they have it when Whatever this may be it is his method, 
of the voice and a total disregard of its in reality they are forcing the middle’ Therefore it is perfectly proper to say 
possibilities backed by ?. conscience of voice up. The result is the hard, un- tbat every man>s method is right because 
phenomenal elasticity, these must be held steady, unsympathetic tone so often heard jt produces what he wants it to produce, 
accountable for the continuation of this when singers attempt to use the upper ]f thg product ;s bad> as ;s often the case, 
calamity. voice. _ the man behind the method is wrong. 
But the most discouraging feature of To the careful observer the mistake His unformed tastCj iack of artistjc sense 
this “get rich quick” system is that it most often made in voice teaching is and nlusical judgment are such that crudi- 
propagates itself. The victim knowing no striving for quantity at the expense of tjes jn tone and style do not offend his 
better way passes it along to others and quality. Multiplied instances cotne to ear_ and he a,]ows his pup;ls t0 bdieve 
thus assists in bringing the profession mind of young singers with splendid they arg right His pupils ;n turn pass 
into general disrepute. natural equipment who, after two or lhese th;ngs a]ong tQ Qthers and a kind 
three years of this kind of training have of end]ess chain ;s estabiished. Verily, 
VOICE BUILDING. found their voices practically useless. there are wQre things than method 
Singing teachers are numerous. Voice American enterprise, haste and hurry are 
builders are scarce. To begin with, the not confined to business, but have entered 
real voice builder must have such a re- into educational systems including the 
fined concept of tone quality that to teaching of singing. When a voice lesson 
listen to a forced tone is quite out of becomes a “nervous spasm and the cry 
the question. He must have not only a is “put it over” it is time to become 
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NOTE-READING FOR SINGERS. 
the expense of 
patience which enableThimT when he has quality is time doubly lost, for jt requires 
begun to build the voice in the right way, as much time to destroy a bad habit as it 
to work carefully, conscientiously, and be does to acquire it. 
satisfied to watch it grow. _ 
Let us say that a carpenter knows all 
about how to build a house, and starts 
out in the morning to begin to do it. He 
forgets his tool basket. He has his 
knowledge with him, but he has forgotten 
his tools. The singer who cannot read 
by note is in an equally unsatisfactory 
position. He can sing—that is to s 
the music with ; 
3 take part 
upon playing 
instrument, ere he can use 1 
new pieces. If he is asked 
in a duet or quartet, he is 
barrassed, and though much drilled “by 
ear,” is never to be depended upon. He 
e to get the note or the time wrong 
RESISTANCE. INTERPRETATION. 
The great enemy of the voice teacher Interpretation concerns itself with JBL, w 
is resistance. Very few voices are free things, namely, what to do and how to do bas a vojce and the power to sing—but 
from it. it. "What’’ is the first step in the proc- he is dependent upon some 
It is a characteristic of all races. esSi “how” is the second. “What” has 
There is no way to avoid it, for singers. to do with the subject matter of art, 
always have it in greater or less degree "how" lias to do with technic. To con- 
before they go to a voice teacher. Re- cern one’s self primarily with technic is 
sistance in the vocal mechanism always to become mechanically exact at the ex¬ 
subtracts from the tone, never adds to pense Qf feeling. 
it. If it be allowed to develop it.finally How often do we hear it said of a _ _ . .._ _0 
reaches a point where the breath pressure s;nger, “She has a brilliant voice but sings and make trouble at one point or another, 
is not sufficient to make the organ vibrate w;diout feeling.” Which means that she He is, in other words “inefficient.” He 
in the upper part of the compass and the bas developed the technical side of sing- cannot make the most of his vocal 
top notes drop off one by one and those blg buj- has done little with its emotional gifts and training. He cannot meas- 
remaining diminish in power. s;de. ure up to modern “efficiency” re- 
Some singers prefer to fill their hearers quirements. And yet to learn to read 
HABIT. w;th wonder and amazement by means by note is not a hard task. After the 
A habit persevered in becomes stronger 0f technical display and leave the theory of notation has been mastered in 
rather than weaker, and if the habit of deeper feelings untouched, but one tires a few weeks’ intelligent study, it is simply 
resisting the tone in the throat be allowed quickly of this type of singer. Human a matter of applying the knowledge 
to continue it means one of two things; nature demands something more than gained, of practice. Every singer not a 
either a very had and a very short lived technic. Technic may astonish but it ready note-reader, should force himself 
voice, or going back and starting the never starts the sympathetic tear. to sustain a melody unaided by an instru- 
process in the right way and doing the The "what” of interpretation means the rnent, against another voice, or another 
work over, and this often requires more development of the artistic sense. This part played on an instrument. He should 
time than would have been necessary to calls for sound musicianship, a compre- take every opportunity to sing in “parts” 
do it correctly the first time. hensive grasp of the meaning of life, a and always without accompaniment, if 
broad sympathy, a deep emotional nature, possible. Let him often choose the 
RESTORING THE VOICE. a quick imagination, and a mind that “inner” parts, or exchange parts in two- 
Can voices such as those mentioned he tends strongly towards all that makes for part music. If one wishes to learn a for- 
restored? In most instances yes, if both culture and refinement. . e.gn language, perhaps the best plan is to 
teacher and pupil have sufficient patience. To sing with intent, purpose design, go among those who speak nothing else 
but it means stopping completely all loud imagination, is the result of endless at- and dwell there for a time. So if one 
singing. A voice can never be correctly tempts. No one does it m the beginning, wishes to read readily by note he mus 
built in the first place, nor can it be re- To express a feehngjully and accurately, instantly take up new music and smg it 
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The Modern Organ Keyboard 
By EDWIN H. LEMARE 
Recently I urged a reform on the 
important question of organ touch,* and 
it is gratifying to note that at least one 
eminent English firm of organ builders 
has successfully adopted the suggestions 
I ventured to make. Other firms, how¬ 
ever, still retain the fatal and injurious 
spring key; and I fear that they will 
continue to do so until organists realize 
that these springs are a serious barrier 
to further technical advancement and 
point out their convictions to these organ 
builders. 
In recent years, however, another bar¬ 
rier to artistic organ playing has been 
established, viz.: the exaggerated form 
of overlapping keyboards. This arrange¬ 
ment is really a snare which as yet is 
not recognized, even by some of our best 
organ players. 
The essentials of good piano or good 
organ technique are a perfectly free 
movement of the fingers and the wrist. 
Rapid and free finger and wrist move¬ 
ments have already been greatly affected 
by the fatal spring, to which is now add¬ 
ed lack of space owing to the over-hang¬ 
ing keyboard. My further experience 
during the last two years assures me that 
such keyboards should be condemned for 
the following reasons: 
One reason why the keyboards have 
been brought closer and closer together 
has been owing to the delusion that 
“thumbing” would be made easier by so 
doing; but instead of being made easier 
by a greater overlapping of keyboards, it 
has in reality been made much more diffi¬ 
cult. We can dismiss the idea of the pos¬ 
sibility of “thumbing” on two rows below, 
as only a few odd notes here and there 
are ever possible. As a matter of fact, 
the thumb extends sufficiently below the 
rest of the hand to enable its use with 
the greatest ease, even when playing on 
the old keyboards, where there was no 
extension whatever of the naturals over 
the row beneath. “Thumbing” is a trick, 
and to utilize it successfully more knack 
is required than anything else. It cer¬ 
tainly has been made no easier by the 
further shortening of the distance hori¬ 
zontally between one row and another. 
We can therefore dismiss as of no im¬ 
portance the first supposed advantage. 
The second advantage claimed (par¬ 
ticularly with four manuals) is that the 
upper rows are brought nearer to the 
player than hitherto, and there is conse¬ 
quently less distance to'cover when the 
arm is raised or lowered from one 
manual to another. This, of course, 
would be logical if all things were equal; 
but unfortunately they are not. In the 
first place free wrist movement js not 
possible when playing chords on the black 
keys—or at least when the thumb has 
to be placed on a black key of such 
* "Modern Organ Touch,” by Edwin n 
Leraare. Musical Opinion, February, 1912 ♦Even when the Angers are bent to thei 
natural position for playing, the thumb i 
at least an Inch further back towards th 
body, and cannot be extended forward t 
a black key unless the Angers go with it. 
chords—owing to the knuckles being 
wedged up against the overhanging row* 
If the slightest staccato wrist movement 
is attempted, it must be attended by one 
of two results,—either “smudge of tone” 
or damaged knuckles. The player there¬ 
fore can never retain for any length of 
time the natural and correct position of 
the fingers and wrist, which have so fre¬ 
quently to be contorted in the vain attempt 
to obtain a clear and distinct touch. Let 
me give one example. Recently, during a 
recital I gave in Germany; I had to play 
the Caprice in Bb of Guilmant on an 
organ with greatly overlapping keyboards.' 
Every organist knows that this com¬ 
position is a noted example of “quick 
change work” from one manual to an¬ 
other. I found that it was practically 
impossible on this organ (as, alas, on 
many others) to play the Caprice at a 
reasonably fair tempo for the reason that 
most of the chords contained black keys; 
and to free the knuckles from the over¬ 
hanging row, it was necessary to bring 
the hands back towards the body, and 
then for them to travel in a semi-circle 
to the row above, and vice versa. 
i\z^zz3 
When the thumb of either hand had 
to be placed on a black key the manoeuvre 
was even more difficult and entailed 
greater loss of time in transit. I always 
aim—as I trust do all my fellow students 
in the art—at clearness and distinctness 
of touch, without adopting the grossly 
exaggerated “staccato style.” On some 
occasions I have been compelled to 
change several pieces on a programme 
rather than to smudge certain passages, 
or take a chance of injuring my knuckles 
on the usual sharp edges of the over¬ 
hanging manual. Often it has been 
necessary to call in the assistance of the 
organ tuner who, with sand paper in 
hand, has smoothed off some of the dan¬ 
ger overhead. 
Taking it all around, the most comfort¬ 
able and practicable keyboard on which 
I have ever played is the one in the great 
Cavaille-Coll organ in the Albert Hall, 
Sheffield, of which I give a sketch. 
will also be noticed that the manuals are 
brought closer together in the way of 
height and not in depth. Although this 
organ is built upon the old fashione 
ventil system, there is still left plenty o 
space for the introduction of the neces¬ 
sary thumb pistons underneath each key¬ 
board. The designer, however, of this key¬ 
board was evidently well acquainted with 
the elementary and essential requirements 
of organ playing and very wisely saved 
space in the right direction, without inter¬ 
fering with the player’s freedom to use 
his fingers and wrist as he would natur¬ 
ally wish to do on the pianoforte. Owing, 
therefore, to this saving in height, it is 
even possible on this organ to “thumb 
from the swell down to the great,—the 
latter here being the lowest row. Free 
wrist and finger movement are unhindered 
on all manuals. The Guilmant Caprice 
(no doubt conceived for such a key¬ 
board), and hundreds of other works 
where ample key space is necessary for 
their correct performance, can be played 
as originally intended; and even at a far 
greater speed if desired. Such work as 
the Widor Toccata in F can be played 
clearly and as staccato as wished with¬ 
out having, as a vain endeavor, to try 
and play them from the arm, with 
straightened fingers. 
I have recently transcribed and para¬ 
phrased some of the great studies of 
Chopin; but how it will be possible to 
play the “Black Note Study” (which 
makes a most fascinating organ number) 
on some of our modern cramped key¬ 
boards I know not. Not only is this 
barrier set up against the rendering of 
pure and legitimate organ music; but it 
is far greater when orchestral works are 
considered. The Finale, for instance, of 
the “William . Tell” Overture is impos¬ 
sible,—if it be the desire of the performer 
to play it cleanly and at a good speed. 
(The section in Qt minor is hopeless.) 
I can quote many other well-known 
works, but I trust these will suffice to 
prove my contentions. 
There is yet another matter in connec¬ 
tion with the organ keyboard which calls 
for immediate reform, viz:—The irregu¬ 
lar “spacing” and thickness of the black 
keys. This question is of great impor¬ 
tance when we realize the illusive “light¬ 
ness” and the absence of a top resistance on 
the modern pneumatic or electric spring 
key. The reader will note that the spacing 
on most modern organ keyboards is greater ■ 
between the C# and D# than between the 
G# and A#, the smallest of all usually 
being between the F# and Gif. iCtay I 
therefore respectfully call the attention of 
our key makers to this defect and suggest 
that these particular keys (in view of the 
unfortunate reversal of the piano touch 
on the organ) be made somewhat nar¬ 
rower so as to allow the second or the 
first finger—of average size—more room 
when it has to strike a natural in between 
two sharps. 
Everything of course depends upon the 
ambition of the individual organist If 
organists in general are content to put 
up with these obvious drawbacks, or fail 
to discover them, it will be most unfor 
tunate for the art of organ playing. I 
fear, however that as in the case of the 
anuquated, useless and impossible “pump- 
handle” swell pedal (which is, unfortun- 
ately still to be found in this country) 
we may not hope for an immediate im¬ 
provement in regard to the above. OrgTn 
budders really shouW not be our edlfca_ 
tors although in many ways they have 
been—and so long as there is no protect 
against obviously ill-advised measure 
fail to maintain £ 
position we have already made for our 
selves in other respects. 
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DISTINGUISHED for ARTISTIC VOICING 
DIGNIFIED AND CHURCHLY. 
THE ETUDE 
VOLUNTEER VERSUS PAID A carefully selected and properly remember that he was then so blind that 
CHORUS. trained paid chorus is so far superior to he commenced his address with his back 
, , r „nillnf„pr run:r the average volunteer chorus in tone qual- to the audience, whereupon the late Dr. 
Are the days of the volunteer choir ^ intelligent phrasingi clear E. H. Turpin, one of my masters for the 
past; especially in• “^large «nesr^it enundation and all that tends t0 fine organ, a musician of somewhat generous 
depends, perhaps, on whether the church d church congrega- proportions, literally took Macfarren s : U1UJU1 , , , 
—r-- - . - . . , church singing, that ... - . „ „ . 
has a sufficient number ot young people t;Qn wou]d want any other kind of a diminutive frame into his long 
in it from which to draw who live close choir Qr be satisfied with the 0id order gently turned him round to the correct 
by and can use the choir to further their of things after it had been educated to position. With the exception of Mdlle. 
. r— -~A- . - - Ungher turning the deaf Beethoven social ends apart from the musical ad- the higher standard, 
vantages, or whether like many of the 
large city churches whose congregations 
are scattered over various parts of the 
city through changing conditions, the 
church finds its supply of young people 
at hand so limited that it has to draw 
them from all parts of the city and some¬ 
times even away from their own churches. Since the order of Pope Pius X, the 
Tn such cases they are attracted by the Gregorian chant has been largely ae- 
musical opportunity offered through the veloped in France. It is considered by 
ra . , __j ,u„ rpnn_ many to be the most appropriate and 
prominence of the church and the repu- J service of the Cap¬ 
tation of its choirmaster for giving good - v 
r the chance to earn enough to 
round at the first performance of his 
Choral Symphony to see the applause he 
• could not hear, I know of no equally and 
similarly pathetic incident in musical his¬ 
tory. 
Dr. Orlando A. Mansfield. 
A PROGRAM OF FRENCH ORGAN 
MUSIC. 
BY DR. W. C. CARL. 
olic Church, and is therefore universally 
music, or me cnance m - used. At the conservatoire, at the Schola France, as a country, has never en- 
pay for their lessons. Cantorum, and the school over which couraged the playing of transcriptions 
If churches have to rely upon getting M Gigout presides as well as wjth the f°r the organ. Guilmant frequently said, 
a choir in this way, made up largely of great artists themselveSi especial care “There is plenty of good music written 
vocal students paying from one to three and thought have been expetlded upon it. for the instrument which should be used 
dollars a lesson for private lessons and The music of Palestrina and the early ln preference to anything else. He added, 
paying carfare as well, they should by Italjan writers, together with the Grego- however, “that certain pieces lend them- 
all means pay them. dan chant, form the basis of the music selves readily to the organ and should 
There is a time, however, when even employed in the churches to-day. Every be played. Several of these he tran- 
the student with the most glorious voice organist is drilled on the accompaniment scribed and published. Conditions have 
paving any price for lessons but lacking o{ the Gregorian chant from the first materially changed all this in recent years 
in* experience, sight reading, etc., if he iessons jn harmony, and in consequence and with the modern organ of to-day 
desires that experience should gladly give js absolutely en rapport and familiar new possibilities have opened whereby 
his voice and time without recompense with the different forms and the develop- ma"y of ‘he Rreat orchestral works, 
To hear the service accom- well as those written for other instru- 
Franck, Guil- ments can be played with magnificent 
Widor, Dubois, Gigout, Bonnet or effect. It would therefore not be wise 
Vierne is an education in itself. Most to ignore them, but they should not be 
unfortunately since the separation be- used to the exclusion of original works 
tween the Church and State, the build- for the organ. Among those especially 
ruDENTS OF THE VOICE. WHILE PUR- ing of new organs, as well as the re- recommended and obtainable m this coun¬ 
ting their studies with a view to becoming pairing of many of those already placed trY maY be mentioned . 
church solotstR and fcel/ffie^nee^o^expe^ Jr> tbe churches. has been largely re- Marche Hymenee .Saint-Saens 
Urded. Previously the salaries of the (Guilmant) 
organist, which have always been small, 'The Little Shepherd .Debussy 
were paid by the State. Now that the (Choisnel) 
churches are obliged to do it, they have Solitude .Godard (Guilmant) 
been largely reduced and so much so Three Movements from Psaltn CL, 
some of the best organists have given the Saint-Saens (Jas. H. Rogers) 
small sums received to charity. It is Lasf SJggp . {hg y%rgin .Massenet 
any other country such (Westbrook) 
until he has arrived at the point when .. . _ 
he is worth more to the choir than the panied by such masters 
choir is to him. 
A choirmaster can make an appeal for 
a good grade of voices by advertising in 
the local paper somewhat as follows: 
STUDENTS OF THE VOICE. WHILE PUR- 
_i_Li_i- .Putins ith q uip  tn beco ing 
__ _ if expert 
ence can uumin that experience in exchange 
for their services by applying to Mr. Blank, 
Organist of St. Matthew’s- Church. 
If the church will pay two or three ex¬ 
perienced readers on a part a small sum 
each and then augment to as many as 
wanted from vocal students needing ex¬ 
perience, it is possible to get together a |Jg_..
. chorus choir of a choice material that doubtful if 
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THE ONLY WAY. 
Those receiving pay will in time pass 
on to something better if they work to ___miPJj I 
that end, and the more faithful and ex- elgbt men are required to blow the organ, 
petdenced volunteers can be advanced to qq questioning M. Vierne recently as 
a paid place. Churches can only raise b0 wby an e]ectric motor had not been 
the standard of efficiency of their choirs substituted, he replied, “Things move 
by some such method; by getting the stow]y jn France. In America the 
right people and paying them. It cbange, I presume, could be effected at . 
is as unreasonable to expect a singer to once> whik here it would be necessary Medimign  .\Tmassenet 
give without compensation his time ana to (ijscuss it for ten years. At i^a c 
talent, that has perhaps been bought at Trinite, where the men are still retained Rgvgrig du Sg{y (Alger{an Suite), 
a high price, as for a tradesman to give tbe reply was. It is impossible to make Saint-Saens (Guil 
the goods he bought to sell for a living. tbe change; it has been in the family _ . March “Oueen of Sheba 
If an experienced singer chooses to vol- f0r years—it is their inheritance. Should 'Gounod (Sul 
unteer, that is commendable and should tbe motor be installed, their occupation 
be appreciated. There may be many eager would be lost, and what would they do? 
to volunteer, whose voices are really not How the old world clings to tradition! 
worth paying for. It is like the woman __ 
who sang at a revival meeting and said _ 
upon giving her testimony, that, “when MACFARREN S AFFLIC 
she found she had a voice she decided to The present year marks the centenary 
give it to the Lord” whereupon a gentle- of the great English musician, Sir George Musette en Rondeau .. .Rameau (Carl) 
man who knew something about singing, Macfarren, formerly Professor of Music - 
in quoting her remarked, “But, oh! if she in the University of. Cambridge, and prin- 
had only had it cultivated before doing cipal of the Royal Academy of Music It is best not to trust too much 
and attention are bestowed on the Adagio (Oeuve Posthume).Gounod 
accompaniment of the service as in (Renaud) 
France. Not only are they scholarly Lg Cygng ... Saint-Saens (Guilmant) 
but absolutely interesting and artistic. Romance .Lalo (Guilmant) 
To a large extent, electric motors are Berceuse et Du() ....Bizet (Guilmant) 
unknown quantity. At Notre Dame Elegig .Massenet (d’Aubel) 
Funeral March of a Marionette, 
Gounod (S P. Warrf.n) 
Vision de Jeanne d’Arc.Gounod 
(Deslandres) 




GEO. KILGEN & SON 
Pipe Organ Builders 
M. P. MOLLER PIPE ORGANS 
HAGERSTOWN, MD. 
s™,-SAi«s (g™™> ™ Bennett Organ Co. 
Gounod (Sulze) 
Prelude du Deluge.Saint-Saens 
(Guilmant) 
Marche Solennelle de Procession. 
Gounod (Prout) 
Adagio (3d Symphony)_Saint-Saens 
(Bernard) . 
ORGAN BUILDERS 
Hie organs we bu 
as skill and it 
111 nau u c m aicu uciutc Wffi ------ best t t  
If X cLXXThaXcan" afford London, the composer of the fine and signs, hut rather to look through the sign 
to do so, and most of them can if they undeservedly neglected oratorio, St. John to its meaning, as determined not only 
wish, would make it a rule to pay at least the Baptist, and many other important by the signs with which if is combined 
a few on a part a little more than their choral, orchestral and operatic works, but by the composition itself. Yet we 
carfare, they would find it to be a good His vision was defective from childhood, must not undervalue the mechanical aids 
investment in results. Most choir sing- and by 1870 he was totally blind. Though that it is the office of the competent 
ers expect only enough compensation to not an organist, he was a fine writer for editor to furnish. As Schumann says 
cover the cost of their lessons or to help the instrument. I was once privileged to Music would indeed he a miserable art it 
pay for them and anv church is to be he present when he addressed the sue- it were able to describe only by sounds 
commended for encouraging them in an cessful candidates for die diplomas jQf without language and symbols. -Mary 
object so worthy. 
-THE “GEM”- 
Church Organ Pedal 
Attachment for Pianos 
Enjoy Organ Practice in Your Own Home 
INFORMATION UPON REQUEST 
SYRACUSE CHURCH ORGAN CO. 
SYRACUSE, N. Y. 
CCShlUl WilUiuucv... - - r - _ 
the English College of Organists, and I Venable. 
PIPE ORGANS “ K- 
Our Instruments comprise all features 
which are of real value. Many years of prac¬ 
tical experience. Write for specifications. 
EMMONS HOWARD, Westfield, Mass. 
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NEW! 
Analysis of Mozart’s 
Pianoforte Sonatas 
(With a description of some of the carious forms) 
by 
JANET SALSBURY 
A work of great interest and value to the 
teacher and student. 
A systematic and concise analysis is given 
of each of the 22 Sonatas. 
Price 50 cents 
CLAYTON F. SUMMY CO. 
Publishers 
64 E, Van Buren St., Chicago 
Dealers in music of the Better Class 
NEW COMPOSITIONS 
For Piano By J. R. MORRIS 
Swing Song ... Grade 3 
An Evening Song - “4 
At Eventide - “4 
Berceuse - “4 
Melody in A Flat - “4 
Prelude ... “ S 
These are all excellent piano solos, admirable for teaching 
PRICE, 20c. EACH; 6 FOR $1.00, POSTPAID 
it&JandCvlalogs 
H. S. GORDON, 141NwEW36«“l 
An Enticing Offer 
3 copies of the very latest music, 
Each one a “HIT” 
sent to your home, Post Paid for 25 cts. 
Make your selection from the following: 
The Wonderful World and You. 
Lover Bold. 
A Fool There Was. 
After’ While. 
Dreams of a Honeymoon. 
When I Get Married To-Day. 
Send Coin or Money Order 
THE POPULAR MUSIC AGENCY 
Park & Columbia Aves., Philadelphia 
— 120 PIECES 2Oct. Postpaid — 
TtE COL UMBIACOL LECTION 
snieas esAtsstpSc^iopt! 
Walter Jacobs, 8 s?™°trlh Boston, Mass. 
Mist Mary E. Werner, 22 Bing 
A PRIMER OF FACTS ABOUT MUSIC 
By M. O. EVANS Price, 50 Cents 
>n being conveyed 
Lash’s Lip Relief 
?’5,?n®nt tor Sore LiPa' Tender Lips, Cracks, d Chafing. Especially fine for horn players 
d violinists sore necks. The best skin remedy. 
Price, 25 cents 
E. R. LASH, Druggist, Athens, Ohio 
The Fairies’ Reunion 
By JESSICA MOORE 
Stage Decoration.—Cover the walls to celebrate c 
with dark blue cheese cloth, on which has fairy clan, 
been pasted, near the ceiling, small silver 
stars. Growing or artificial palms and 
plants scattered about will add to the 
effect. Gilt throne at back of the stage. 









Thank you, dear friends, you all know 
that our life is just one round of pleasure. 
(May it always be so.) When we crave 
Fairy Land (White lace gown, for food a luscious grape satisfies our 
s, long gilt staff). ■ appetite. Should our throats become 
Elf of the Woods (Short brown dress, parched, the dew-drop clinging lovingly 
yellow stockings and shoes, red bow in to a rose appeases the thirst, and when 
hair). our bodies are tired of refreshment and 
Rainbow Chorus (Boys and girls dressed entertainment we curl in a buttercup and 
in Scarlet, Violet, Hazel, Green, Orange, dream of all things beautiful. 
Blue, Pink). All. 
Gnomes (Policemen’s uniforms). Hail to our Queen! 
(After an overture for piano solo, such Elf of the Wood. 
as Queen of the Fairies, by S. Smith, the Your Majesty, with your permission, 
curtain rises disclosing a scene in Fairy- Miss Scarlet will render a song written 
land at Midnight. The Chorus is discov- especially for this occasion, 
ered artistically grouped together.) Queen. 
Opening Chorus: Dancing Fairies, I shall be delighted to hear her. 
Spaulding Miss Scarlet: Fairy Queen...Spaulding 
(After the music has ceased twelve Queen. 
o’clock strikes. Elf of the Wood (After song.) 
runsin-) That is splendid! {Applauds.) 
Elf of.the Wood. 
Your Majesty, won’t you favor us with 
your favorite song? 
Queen. 
Gladly. {Comes down front.) 
Queen: Queen of the Night.. .Spaulding 
All. 
(Applauding.) 
Hail to our Queen! 
(Queen resumes her seat on throne.) 
Piano Solo: Clap Hands March, 
Spaulding 
(All execute a march maneuver or a 
calisthenic drill—at the option of the 
_ . Stage Director. This can be made a very 
Piano Solo: Reviewing the Troops March pretty picture number if properly re- 
Spaulding hearsed. After march all go back to their 
{hnter to time of music. Gnomes, original positions.) 
apparently blowing trumpets. They march Queen. 
to front of stage, salute, turn, march Now, Elf of the woods, before we oart 
direct to throne and take their places may we not hear from you with a song? 
one on cither side of it. Enter Rainbow All 
sisters and brothers in couples according Hurrah' 
to colors. They execute the same figure ' Elf of the Wood 
and retire right and left of throne. With pleasure. {Sings.) 
all Elf of the Wood Spaulding 
Queen. 
I certainly am very proud to be Queen 
Elf of the Wood. 
Twelve o’clock! Good morning, every¬ 
body 1 . 
Chorus: Good Morning, Everybody! 
Spaulding 
Elf of the Wood. 
It’s time for beloved Queen to arrive. 
All. 
Bless our Fairy Queen! {Trumpet 
call is heard without. All stand in listen¬ 
ing attitude.) 
Elf of the Wood. 
The Queen’s call! 
All. 
Hurrah 1 
Enter Queen, bowing and smiling _ 
as she ascends the throne. Music ceases.) 
All. 
Hail to our ^ s°_rnuch.real talent, and regret that the 
(Standing.) 
pleasure to be with you again, and help 
hour necessitates our immediate departure 
Good night and good bye for one year. 
Curtain. 
Please mention THE ETUDE when addressing 
The Farm House Piano 
By C. W. FULLWOOD 
The successful farmer of to-day does Theodore Roosevelt , . 
not mind spending money on his farm, his strenuous wnl h haS pomted °Ut |„ 
He has discarded the old scythe for the provide the son 7 °7 ,nece8sarY & »s to 
modern reaper, the flail for the modern farmer, -tIl j and daughters of our 
threshing-machine. He has even in some ) ■ , lndu«ments to stay on the 
cases discarded the horse for the motor. £m. ln®tead of going into the city 
He has learnt that the enormous increase . 7 .beautiful tone of a modern 
in returns which follow scientific methods PI?“° Wl11 materially aid in this It 
in farming repay a hundredfold the ™®ht even be tbe nucleus for a home 
wasteful pseudo-economy of former days. orcbestra °f the kind that is so frenuentl 
But all too often the improvements *ound and so much appreciated 
stop at the door of the house. In the Eur°Pe- The problem of keeoinv th 
kitchen the farmer’s wife has no labor- sons and daughters on the farm • 
saving devices, and in the parlor the so much due to the attrari,- „ ? ”0t 
farmer’s daughter is expected to thump life as to the dullness of °f ,C'ty 
music out of an ancient square relic Music can be as beautiful in tb" 7 ‘fe’ 
whose metallic tones have done strident as anywhere else, and om-P u Colln,try 
duty from the time of her great-grand- been appreciated an in t C arm ^as 
mother Oh yes, you can get some music modern piano will be .,n'a 
out of it still, just as you could cut your profitable for the home " • f° ,e as 
meagre crops with the old scythe, but why in a manure-spreader f 'nvestment 
should not the house share in the im- It will keep the bovs and • )C farm-Iand- 
provements of the farm? belong. yS S‘J s wbere tbey 
SUMMER READING 
Master Lessons in Pianoforte 
Playing 
By E. M. BOWMAN 
The most important steps for 
both the student and the teachef 
are the first steps. An eminent 
pianoforte teacher has outlined ti» 
most modern thought in „ia:„ 
study in this wholesome and stlmu° 
lating book. 
This valuable pedagogic work con 
sists of a series of lessons in tffl 
form of ’'Letters from a Musician tl 
His Nephew, giving the. essentials 
of a course of study in artistic 
pianoforte playing, self-helps, shori 
cuts and vital suggestions for th» 
guidance of the student, the teacher 
the artist, the parent and the edu 
Imaginary Biographical Letters 
id ALICE CHAPIN 
Suppose the little friend to whom 
you desire to- give a gift were 
wake up some morning and fiuu 
letters addressed to her from Bach 
Handel. Haydn, Mozart. Beethoven’ 
Rossini. Moscheles, Schubert, Beri 
lioz, Mendelssohn. Chopin. Schu¬ 
mann, Liszt and Wagner, wouldn’t 
she be surprised? This fasclnatine 
little book Is the next best thing 
Stories of Standard Teaching Pieces 
By EDWARD BAXTER PERRY 
The little touch of ftomance, An¬ 
ecdote and Educational Informa¬ 
tion. which give zest to the lesson 
and happiness to the pupil, is si 
plied by this captivating book.' 
Mr. Perry's famous ' book. "De¬ 
scriptive Analyses of Pianofo 
Compositions,” has helped and 
spired thousands of teachers t 
pupils. The new work will pro.r 
even more useful because it deals 
with pieces from the third to the 
seventh grades. The surest way in 
which to awaken the interest of a 
dull pupil is to place in his pos¬ 
session a copy of this work, which 
describes the pieces he plays—pieces 
like the gems from Grieg. Godard. 
Nevin. Rubinstein. Sehytte and other 
combers of immensely popul 
Price, $1.50 
European Reminiscences 
Musical and Otherwise 
By LOUIS C. ELSON 
The recollections of the vacath 
tours of a musician in various cou 
e^nfki Some the observations ai 
experiences of a musician durii 
SmSo8!1.0' his Investigations 
musical history in Europe, wiltt 
In a genial and witty style. 
Illustrated. Price, S1.S0 
The Masters and Their Music 
By W. S. B. MATHEWS 
for Yf iBbs'oal literatu 
ror musical clubs, classes and pi 
Xe?J3tuden.ts' The work consis 
tain, ™pa,rts' , Tbe first part co 
Evenin5!lateriaA, f°r Ten Music BinwrP&i r Glasses consisting 
tion^i)„hic?I„and Critical Annot 
lus?rstfnr fUll.y selected musical 
Hslai v eic” relating to Bac 
Beetv,«v^HaLdn' Mozart. Schubei Mendelssohn and Lis: 
cal Even! d part contain* Six Mui 
Withenni'i8rs or PrOK™n>8. prenar 
Gottoehsfd care upon Brahms. Grle 
A?tW amk' .and Mason. MncDowe 
Beach a,nd Mrs- H. «. 
erewsief t^rmenka' Jensen and Pa 
sky and 5.Yb,rV?teln and Tchaikoi 
Amed«nm cellaneous programs American composers. 
Price, Cloth-bound, $1.50 
Anecdotes of Great Musicians 
By W. FRANCIS GATES 
colieYtY™6' / o!)iab|e and interestli 
anecdote 0/i00 well-authentlcaf 
ers and !ir£ Great Composers. Pla 
tafnfne f Yfers' related in an ente 
YaliiaT^oStZle,i and embodying mu< 
' aiuable musical Information. 
i7,I^5ODORE pkesser CO. 
12 CHES™UT ST., PHILADELPHIA, 
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FIRST EXERCISES IN FINGERING 
ON THE VIOLIN. 
BY ARCHIBALD ORMISTON. 
In all violin tutors, so far as the writer 
is aware, the first exercises in fingering 
make the first the leading or guiding 
finger of the others; also for quite a 
number of exercises the fourth finger is 
seldom, if at all, employed. After nearly 
thirty years’ experience as a teacher I am 
strongly of opinion that this method of 
beginning the study of fingering is the 
chief reason why so many pupils after 
working for a considerable time are still 
unable to produce with ease and with 
certainty of intonation notes stopped by 
the fourth finger. 
The following system has been devised 
by the writer and has been used with 
success for many years. The general 
plan of the system will become apparent 
as it is duly set forth, but the main idea 
is to make the third finger, instead of 
the first, the factor which determines 
the position of the hand. The hand is ad¬ 
justed at the outset so that the fingers 
close naturally over the fingerboard in 
such a position as to form a perfect 
fourth between the open string and the 
third finger. The interval of a fourth 
(that is, the interval between the keynote 
of the scale and the fourth tone in the 
scale, as from A to D) is one that ap¬ 
peals very naturally to the ear, and is 
excellent therefore for use in the left- 
hand technique of the violin in which a 
correct ear plays so important a part. 
Accuracy of intonation being a funda¬ 
mental requisite in violin playing it is of 
the utmost importance that the first ex¬ 
ercises in fingering, in addition to train¬ 
ing the ear to recognize piusical intervals 
and appealing to the pupil’s understand¬ 
ing, should be of so simple a nature 
technically that their execution will 
facilitate certainty of intonation. For the 
primary exercises I utilize only one string 
and that the second. My reasons for 
choosing this string are that next to the 
first it is the easiest to set in vibration 
and that the beginner’s hand always feels 
more comfortable when playing upon an 
inner string than when playing upon 
either of the outer ones. 
The first exercise consists in sounding 
the open string A alternately with its per¬ 
fect fourth above—the note D. After 
these notes are sung or played a few 
times I experience no difficulty in getting 
pupils to recognize and produce the in¬ 
terval. In fact the majority of pupils 
seem to find it easier ot stop a perfect 
fourth, when the lower note is an open 
string, than a true major second. Now 
let the pupil, while holding the violin 
correctly, sound the open string A, then 
place the tip of the third finger uprightly 
on the same string, allowing the finger to 
fall as in the natural action of closing the 
hand. If the note produced be either too 
nigh or too low instruct him not to cor¬ 
rect the intonation by moving the finger, 
but to slide the hand backwards or for¬ 
wards on the neck of the violin until the 
third finger, by the mere action of letting 
■t fall like a little hammer, strikes the 
note D dead in tune. The hand will now 
be located at its correct distance from 
the nut and the first exercise may be 
practiced very slowly, employing short 
clean strokes with the upper third part of 
the bow and making a distinct pause after 
each note. 
No. I. 
The next exercise introduces the em¬ 
ployment of the second finger, which 
should also fall in the same natural man¬ 
ner as the third, but care must be taken 
to observe that it falls so near to the 
third finger as to produce its note, C 
sharp, a true semitone below D. Great 
attention must also be paid to the keep¬ 
ing down of the fingers where indicated. 
Last of all we employ the first finger, 
the correct manipulation of which some- 
times causes more trouble than the fourth. 
The first finger would naturally fall near 
to the second finger, but to stop the note 
B its tip must be drawn backward, as in 
the action of folding up the finger, till 
its tip stands at the distance of a whole 
tone from the second finger. To allow 
the first finger perfect freedom of action 
the pupil must bear in mind that, first, 
foremost, and all the time, the violin 
neck must never be grasped tightly, that 
the instrument must be chiefly supported 
by the thumb at or near its middle joint, 
and that the side of the first finger, at the 
part between its second and third joints, 
should bear but not press against the neck 
near to the nut. If any tendency to draw 
back the whole hand when drawing back 
the tip of the finger to its proper location 
is shown, it is advisable to practice the 
action of the finger in the following 
manner: 
Without sounding the notes let the 
pupil, after adjusting the hand to its 
correct position in relation to the nut, 
place the third, second and first finger 
tips near to each other on the string, then, 
while holding the third and second fingers 
firmly down, instruct him to relax the 
pressure of the first finger and move it 
lightly backwards and forwards on the 
string, being careful at each backward 
movement to draw in the tip of the finger 
as much as possible. With a little prac¬ 
tice, and as he acquires the knack of sup¬ 
porting the instrument almost entirely on 
the thumb, he will find that he can easily 
draw the tip of the finger even further 
back than is required at present, and 
without disturbing the location of the 
other fingers. He will also discover that 
for a considerable time he must always 
remember to bend inward the tip of the 
first finger before placing it upon the 
string. Later on this action will be per¬ 
formed unconsciously. 
VIOUNS 
all players FOR ALL PLAYERS
) Student* Oulfi*8^10 up 
* Real Old Violins, $40 up 
n c changing and Easy Payt •. 
FRErX Booklet. Best method, of 
for per,on use’ 
Virtuoso School 
Ovide Musin’s of Violin 
fourth, which would naturally fall near 
to the third finger, but must be extended 
about a semitone to stop the note E, an 
interval of a whole tone above the note D 
stopped by the third finger. If the violin 
is held correctly, the neck not allowed to 
sink into the fork, the thumb kept up¬ 
right and well forward, the wrist kept as 
straight as possible and the elbow brought 
well to the right under the instrument, 
little if any difficulty will be experienced 
in extending the fourth finger to stop the 
note E at its requisite pitch. 
Here, as I am simply demonstrating 
the principle of my system of first ex¬ 
ercises in fingering, only four exercises 
are given, to show how each finger is 
employed, but in teaching an increased 
number of exercises is used at each stage. 
As early as possible exercises are also 
given to be played legato, and after the 
pupil is able to use his fingers with free¬ 
dom and certainty when employed in con¬ 
secutive order, exercises containing in¬ 
tervals which require the fingers to fol¬ 
low each other in any order are given. 
Some of the exercises are then trans¬ 
ferred to the third string, and further ex¬ 
ercises in two strings increase the interest 
of the studies. The fourth string is the 
next to be utilized, and last of all the 
first. During this period the pupil js in¬ 
structed, before beginning to play any 
exercise, always to determine the correct 
location of the hand by playing, or 
percussing, the note stopped by the third 
finger at the interval of a perfect fourth 
above the open string. As soon as the 
pupil fully realizes that the third finger 
is the keynote of the hand, his other 
fingers begin to locate their notes with 
ease and certainty. 
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in the AU- 
THENTIC 1 
style, tempos, fingering and bowing 
of the Classical repertory ancient 
and modern. Musin’s SPECIAL 
SYSTEM greatly lessens the time 
ordinarily required for technic and 
bow control. Special SUMMER 
COURSE for Teachers and Profes¬ 
sionals. Piano, Harmony, with emi¬ 
nent teachers. Singing with Mme. 
Ovide Musin, Coloratura Soprano. 
Write for outline of Course of CORRE¬ 
SPONDENCE, and THEMATIC CATA 
LOGUE of compositions and editions by 
OVIDE -MUSIN. 
Dormitories for limited number of students 
in School. Practice Unrestricted. CHAPERONAGE. 
Address REGISTRAR, 5FW. 76th St., New York 
FINE OLD VIOUNS 
On Easy Payments 
30 Days Free Trial 
lore Sanpleased -with our values 
riolin AT OUB EXPENSE-and no 
«a ^bi^^o^play^the v^oHn 
Free! Magnificent 
Album-Catalog 
li’e time, a balf-toi 
romantic story ot^ ’^'postal brings 
all to you FREE — no obligations. 
CREMONA VIOUN SHOP 
Dept. B 59fi Chicago 
ROOT VIOLINS 
NEUNER VIOLINS 
,e world8 pr;ce $25.00 
re don’t consider a violin sold until the cus- 
,mer is satisfied in every particular. Catalog 
: fine Violins and Cellos sent free. 
MUSICIANS’ SUPPLY CO. 
D Lagra e Stree , Mas! 
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THE ETUDE 
For Nervous Women 
ight have been marked for 
—i rA- —= occasions a part 
Horsford’s A< ! Phosphate quiets 
the nerves, relieves nausea and head¬ 
ache, and induces, refreshing sleep 
Best of all tonics||r debility and 
loss of appetite. 
-before you 
THE IMPORTANCE OF CARE- __ 
FULLY EDITED BOWINGS. any instrument. - 
A thoroughly educated violinist, who wil1 * f°und’ in sKucb mU,S1C’ 
knows his art, can mark his own bow- correcdy bowed’ probaby wbRh C°”' 
ings, or play his parrs without marking p°f‘’? a competent v.olin.st The injury 
them, since from long study and exper- wb!ch's done by th,ese bad!y bowed par4s 
ience he knows what combination of bow- beu aPparfnt ™hen 11 15 remembered 
ings is best calculated to express the 4hat th°usands of young violinists do 
phrases of the composition being played. bttIe o4heF m«slcal wo[k than playing 
The student, who has not vet become these P°Pular theatre orchestra and dance 
- •• ■ - tal principles, compositions. It might be thought jjjj 
o as these compositions are mostly of 
paying more attention to having their 
violin compositions edited by good violin- 
ui m  
IH RHDH 
grounded in these fundamen .  
should play only violin parts which have as these co positions are ostly of but 
been carefully marked to the very last moderate difficulty, the bowing would not 
- to the style of bowing required be difficult. This, however, is not always 
ticular nassave wt.r. n,P the case, since many rag-time compose 
detail, a w l # “'v ut uu uig ic ireu 
DUYchase any DlCtlM for, a Particular passage, where the down ---- *“». 
~ and up bows should start, the number of tlons’ whlch form so large a Proportlon 
a- Th* nth nf notes to be included in* slurs, etc If °* mus*c^ °ften offer very consider- 
do/*ne during his students days he studies only ab,e bowing difficulties, on account of 
purchase Parts which have been so marked, he will tbe,r ptcu,lar rhythm, and syncopated 
ledue of the nrin. effects- I once showed 
he Pith of , e-tan. 
let which wc are\t>,repa 
Miration to at.' read? 
\y be conlemplati 
and^th^pftflTus^to'avoidlTir'sele^Onl'ia^piano!00^ ciples underlying good bowing ' so ^that difficult “rags” to a great violinist, who 
finish, while the mwrbr^oUhcpUno-3-'^ pa^rt Ia4er°n he will be able to apply these C0l,ld play through the classic violin 
8CC, but by far the most imp -■ -is slighted or Principles to music which has been badly rePertoirc> and it worried him a great 
ephemeitii'and^9eetlng.Uf Not^oUie . U-reaowned ia marked or not marked at all. deal Pntil he could figure out the most PtVinor • .1 i . . - f'ffpf'tlVP wav fn nlnv it 
parts which have been au matkcu, ne in _ 
gradually attain a know g p - 1 one of these very 
,
•• - could play through the classic violin 
The violin student who wishes to ad¬ 
vance in his art should make it a point 
to buy only good editions which are cor¬ 
rectly bowed and fingered, for by piay" 
ing such compositions he will gradually 
learn the principles of applying the bow¬ 
ing in such a manner ag will best ex¬ 
press the musical idea. In the case of 
a violin student living in a locality where 
good teachers are not available, it would 
be a good idea for him to mail the 
composition being studied to some good 
violinist to have the bowing and finger¬ 
ing marked. Almost any violin teacher 
would do this marking for the price of 
a lesson or two, and it would be a great 
encouragement to the pupil to know 
that his work was laid out correctly for 
him. 
“ The Piano of Permanent gone” 
b ' a umu « h i 
Proper accent is the life and soul of effAective waY to play it. 
good violin playing, and in order to pro- A great many editions of standard 
duce it, it is very necessary that the up orchestral works are also vefy faulty as 
and down bows come on the proper notes. regards tbe markings of the bowings. In 
Playing the violin and other bowed in- conse<luence> in all the leading symphony 
struments offers difficulties in this respect orcbestras it is a part of the duties of 
not met with in the case of instruments tbe concertmeister or his assistant to 
nd instruments. ™ark the b°wings of the violin parts 
_ t_ , • that all the vinlinisfc will tioxro n nnif. 
lr 
mention*the mike w/age ** if y<(“ wil1 dt 
take DTODer care nf ir Wrfrfn^ fnr I 
- ith^.jpL J 
such as the piano and wi
In the latter instruments a few notes in 
a passage may be phrased wrong without 
the mistake affecting the succeeding 
In violin playing if a slur is left out on tne eye to see tbe boi 
° 1'"~-where it should be falb”g with the same motion 
if tbo __ The standard studies such 
SOHMER & CO., Piano and Player P 
FIFTH AVE. AT 32ND STREET, t 
---...a Jt/XOJllIg XI 
- note begun with up wnere it sn  
own bow, etc., and if the student con 
tinues to play the passage without correct 
t at all t e ioli ists ill have a u iform 
bowing, thus making the phrasing more 
uniform, besides having a pleasing effect 
th t s all th ws rising and 
as Kreutzer, 
Fiorillo, Rode, etc., and the leading 
certos, are usually well marked, sine 
MARCY’S 
CHART of INTONATION 
FOR THE VIOLIN 
50 by mail 
H. W. MARCY 
- ---- ... i-. m n - -’ 
mg the direction of the bow, it is obvious cert?s’ are —““v .. 
that the entire passage will be played publisbers as a rule engage some eminent 
incorrectly, following the one error in vlplimst to edit them, mark the bowing, 
bowing, since- every succeeding bow will bngering’ etc- Still even among these 
be down where it should be up, and freak” editions are sometimes met with, 
ich the same as when gaining peculiar individual theories of 
:s are set up on end, tbeir ed’tors- For this reason violin 
and one tipped over, dents should use great care in choosing the 
one against the other edlt,ons. they use of such works, since 
plnrr ,‘o .i_ many differer 
a string of dominoe ic i  
a half-inch apart, a one ti e  
\ Tbe dominoes fall  
until the whole string is tumbled down. 
So in a long passage in violin playing if —uvai, cuiuuns c 
one mistake in bowing is made, the direct Pnr|ts and faulty bowing 
fion of the bow will be incorrect through found- which the teacher 
he whole passage, unless the player |—.— 
correct the first mistake by another change 
in the bowing, to counteract i 
TVln ...'nil-. J i -.1 
any different editions can be obtained 
Even in the best ed tio occasional mis- 
prin marks will be 
VIOLIN AND PIANO MUSIC. 
The more difficult solo violin composi- 
tions, violin and piano pieces, sonatas, 
STAGE’S SYSTEM 
THE ' musical ART COMPANY 
138 E. State Street - COLUMBUS OHIO 
OUTLINES, QUESTIONS, ANSWERS 
AND MUSICAL PROGRAMS 
For Clubs, Teachers and Schools 
?ian °£,Stuc,y on Musical History 
Many Subjects and Nationalities 
For descriptive circular address 
BUY ENTERTAINMENTS From “The UAI„. TL.s U-l— » _ I- » “The House That Helps/ 
lies a choice line of Operettas [s, Plays, Drills, Musical Recitati 'cal ecitations, etc. 
ain of Plymouth," the Comic 
/i very helpful Catalog sent FREE 
ELDRIDGE ENTERTAINMENT HOUSE, Franklin, 01 
Please mention THE ETUDE when addressing 
our advertisers. s 
violin student with a competent a"u 1. wi»«s, 
teacher has every opportunity of acquir- L terT P'!iCeS °f a misce,laneous char¬ 
ing a correct division of the how and comp,osers, can usually be 
goolphrasing, since the teacher will allow well'mrke'^ bf f,nfer.ing and bowing 
him 'to use only the best editions of marked hv thP 'f 1Cy arC USUal,y 
standld studies, concertos, etc., which T j ■ ■ composer’ °r are edited 
have been thoroughly bowed by good nf fhn.bc ^r‘S' !t ,s the hundreds 
violinists, and when compositions are met ina/^s f arrang^nts and orig- 
with where the bowing is badly marked, nr lsS nhscur’,l ate d,ftlCU'ty by more 
the teac^&r corrects all their deficiencies. tllat .u, „rpatp^: arra;igers and composers 
Every teacher knows that a large part are encountered °f bad b°wings 
of his.dtlies in teaching consists of mark- comoositions f tLd thf P'ty °f ls that 
,ng ‘he Rowings properly for the oupil. "P O" n this^ class are the very 
\, °"es that are "lost bkely to be studied 
FALSE BOWINGS. Dy amateurs and more or less self-taught 
The violin pupil who is self-taught, or hlrffiy any^ttempt ?! itb COmpositions 
who has had only a limited amount of in- rect bowinvs T ^ j° Wnte cor' 
struction is often sadly at sea when at- ar~?nt from “ m,"d f-Series of 
tempting vioftn parts which have not been been sold bv the °-?nras' /v llcb bave 
Ptoperly marked. Take the case of the count^ 2L ^ are"!"'^ tllis 
j10 ln Pa«s to the popular music of the MenHn The r,d,culo«% de- 
is* t»r™ "Sc 
'' ,gIve the proper effect. In a large and threw them at the nmrTT’b .mucdage 
writter! T Cases thRSe comP°sitions are to stick wherever thev fell "t^ 
en by pianists, wind instrument tons of sheet music : r 6 ’• ^0ns and 
Players, and others who know absolutely the bowing L effh^ToT" ^ ^ 
of ‘he technical principles of or marked LorrZw \T\M 3,1 
sssi: ',orZ ^ 
&4™ix%S2S2£:& 
'7‘f lg"°te the printed bowing marks! do noT know of ant " 'ncalcldabk- I 
principles 1° 7 C0[reCt bolds back the Progress of the'violffi’S 
ssa-S&SS SS. 
marks are ontWhat appear t0 be bow considerahle improvement of late3* Tv" 
-e °nly guid^p: the phrasing, respect and ou? leading Wishers \« 
IS EVERY VIOLINIST A JUDGE 
OF VIOLIN TONE? 
Practically all violinists bave a shad¬ 
owy, intangible, “ideal” of violin tone, and 
he or she, without acquiring this “ideal” 
by any course of study or thorough 
knowledge of tone, will set up this ideal 
and fight for it to the last ditch regard¬ 
less of how many better-informed per¬ 
sons may take issue therewith. To prove 
that the average violinist has not, and 
cannot, have a very vast fund of tone 
knowledge is not difficult. 
Let us assume that the Stradivarius or 
Guarnerius best instruments represent the 
ultimate ideal. Then let us inquire how 
many of our violinists have ever heard 
or played on one of these violins. It is 
certain that not one in a thousand has 
ever handled a fine Stradivarius, and, if 
we assume the Stradivarius to represent 
the “ideal,” and we know that a big ma¬ 
jority of our self-appointed judges— 
average players—have no intimate knowl¬ 
edge of this “ideal.” how then can we 
believe that the average violinist is, or 
can be, a judge of true violin tone? 
Or let us assume that some modern 
master-makers really produce violins the 
equal in tone of a Stradivarius—then let 
us inquire how many average players have 
had the privilege of hearing or trying 
the best productions of modern masters, 
and know how to play them. A "air. 
must conclude that the bulk of the evi- 
ence is against the probability of the 
average violinist being a judge of the 
nner tone-qualities of a violin, for the 
average player may have only a very lim¬ 
ited knowledge of modern makers and 
their work. 
thfrUt’ t0, my m'nd’ the latest reason ™',a" “ Presented to prove that the 
tone fsnvu f 1S,not a j«dge of violin 
” 4 tbe fact ‘hat he hasn’t a Stradi- 
2 ; ° exam,"e to base his valuations 
chasec L * 1-Sr T ’C average violinist pur- 
chases a violin which happens to strike 
violin’wM and ‘hereafter the tone of that 
Toned 7 e S ideaL" ” ^ is a loud- 
!he rank, Tfnt’ tben he’U he found in 
that do net f3iU 4 w,4b instruments 
sDument 0t SimiIar 40 «. own in- 
miledofh h,7erage vioHnist sticks ‘o this 
So?.s mefc/°nr-S4icks to tbe fal- 
"his own” t 1 edging all violins by 
5fL°S, '*« tin K; 
has the tPrc ■* W °r instrument and 
« lurowr ,n,!yL°.tbink i4 ™4 good 
$100.—-Violin World. probah,y not worth 
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mistakes and disputed 
POINTS IN MUSIC 
By LOUIS C. ELSON 
A book that tells you ^the^/whys” ; 
wherefores” in music. V 
e most distinguished of 




„ ...jluded in his 
idred and one things 
id teachers have 
descriptive analyses of 
PIANO WORKS 
By EDWARD BAXTER PERRY 
There are many books giving the structural 
ind formal analysis of great piano works, 
. ., .. ■ --i—ig the lines that Mr. 
His work is a poetic, 
ic, and historical analysis or descrip- 
some of the greatest and best known 
Perry has w 
The nntains seven of tl 
tions of Beethoven, 
m by Chopin, elevt 
-h by Schubert, Rubinstein, 
Grieg, and Saint-SaSns. 
Price, $1.50 
STORIES OF STANDARD TEACH¬ 
ING PIECES 
By EDWARD BAXTER PERRY 
v more. The 
lout the third grade o 
h grade. 
Price, $1.50 
HOW TO UNDERSTAND MUSIC 
By W. S. B. MATHEWS 
2 Volumes Price, $1.50 Eac 
Eight editions of this splendid work ha\ 
ten sold, and the work is generally reco; 
zed as indispensable to every music studen 
A most valuable feature is the superb ma- 
rial it furnishes for pupils’ musicales. 
MUSIC—ITS IDEALS AND 
METHODS 
By W. S. B. MATHEWS 
A collection of essays for young teachers 
amateurs, and students, relating to musi 
considered as an art and literature, and t 
problems of piano teaching. 
Price, $1.50 
MUSICAL ESSAYS 
IN ART, CULTURE AND EDUCATION 
In Encyclopedia of Educational Musica 
Thought. A Compendi 
»-•--nd Si 
i'Vhe Etude for the 
CHATS WITH MUSIC STUDENTS 
Or Talks About Music and Music 
By THOMAS TAPPER 
Designed to bring to the attention of 
who make music a life-work, the very 
contingent topics that should be eonsi 
in connection with music. The read 
taken into confidence, and finds many 
and benefits that pertain to his own dail 
as a musician. 
Price, $1.50 
THE MUSIC LIFE AND HOW TO 
SUCCEED IN IT 
By THOMAS TAPPER 
A companion volume to the "Chats w 
Music Students.” It points out the way 
success to teachers and students in art life 
Price, $1.50 
BUSINESS MANUAL FOR MUSIC 
TEACHERS 
By G. C. BENDER 
The average music teacher blunders In 
way or the other in the business side, 
does not know how to advertise properly, 
fails in keeping accounts. He is slow to 
the advantages of the social side of life, 
dress, of collateral education, etc. In 
book the teacher is brought face to face v 
these problems. 
Theo. Presser Co., Philadelphia, Pa. 
Answers to Correspondents 
H. G. R.—De Beriot’s First Concerto duced in the third position. This pro- 
a very popular concert piece. It con- duces the note A as a harmonic, two 
tains effective passages for double octaves above the first A above the staff, 
stopping in thirds, sixths and tenths, and The rest of the passage is produced in a 
considerable left hand pizzicato work. If similar manner. The half notes indicate 
can play the Kreutzer Etudes really the harmonics, 
well you ought to be able to master this 
R. P. D.—I have not seen the work 
of the late Dr. Frederick Castle of Lowell, 
Ind., in which he describes a method of 
making the plates of the violin on the 
same plan as the sounding board of 
concerto. 
T. deM.—Wipe your violin off with a 
silk handkerchief always after you have 
finished playing. If you allow the rosin 
to accumulate month after month it will _ . 
combine with the varnish of the violin piano. In a recent article in The Etude 
and form unsightly black patches, which to which you refer, in which I described 
cannot be removed with any of the patent a number of new inventions designed to 
cleaners, and which can only be removed improve the manufacture of violins, quite 
by scraping. The varnish of a violin can a number of additional plans might have 
be kept looking brilliant for centuries been mentioned 0ne is the making of 
if the rosin is carefully wiped off. the belly with ribs like the ribs of 
mandolin only so neatly joined together 
M. Y.-To judge from the list of pieces that the joining can scarcely be seen, and 
you send you arei playing music entirely the whole having the appearance of a 
too difficult for the amount of technical It is claimed that 
work you have done. Play something /. Ft . ^ 
well within your ability instead. You making the belly in sections gives it 
cannot fool an audience into believing grater elasticity and spring A firm 
that you are a virtuoso, by attempting in Chicago is now making violins on this 
to play standard violin concertos, when principle. There are many other devices 
you ought to be playing Danclas’ Little which have been tried, but somehow or 
Airs with Variations. Your audience will other no one seems to be able to devise 
judge by its ears and not by the t 
of the piece on the program. 
l method of manufacture which shows 
an improvement over the violins of one 
Antonius Stradivarius of Cremona, Italy. 
Student.—Practicing with others in 
orchestra, quartet, or other ensemble 
work, where a great deal of new music 
is rehearsed, and where the music is not 
t with too difficult, is one of the best means of 
H. Y.—The Bach Double Concerto you 
mention for two violins with piano ac¬ 
companiment is one of the great works 
of violin literature, and forms a splendid 
concert number. This concerto is not ex¬ 
cessively difficult from a technical stand¬ 
point. The difficulty is to play it with - . 
the rhythmic perfection, finish and musi- improving ones ability m sight reading, 
cianship which all Bach’s works require. Another excellent plan is to get collec- 
I do not knows- any works which will tions of easy violin music, orchestra 
develop and refine a violinist’s powers violin parts, violin sonatas, and any other 
a greater extent than the Six Sonatas, violin parts you can procure, and try to 
play them through without stopping, at 
first sight. If you can find a good piano 
i the player to play the piano parts so much 
otes, the better. The advantage of playing with 
others is that you have to keep your part 
going, for if you stop, you are left be¬ 
hind. Sight reading is a gift with some 
people, but almost any one can improve 
his faculty in this respect almost indefin¬ 
itely by practice as outlined above. 
and the violin concertos of Bach. 
W. H. W.—Artificial harmonics c 
violin are often indicated by square i 
as in the example you send: 
There are no harmonics in “double 
stopping” in the last eight bars of Wien- 
iawski’s Kuyawiak. The only chord in 
these last eight bars is the four part 
chord which concludes the piece. What 
-- - . * £ ers: in tact, l can nna no recura 
gives these passages the appearance of maker. Possibly you refer 
chords is the fact that the position of both A ,_„ r„-- • IS n i r rn i uicpu uiuu ui uu u ,  Bdlnrin 
the first and fourth fingers, both of which w|l(f inrW(Id 
are used in the production of these a 
ficial harmonics, is indicated by the n< 
tion. Only the note produced by the 
fourth finger sounds, however. _ The first 
L. F. McL—I do not find that Gio¬ 
vanni Bellosio has any standing in the 
historical notes of famous violin mak- 
f I fi d o d of 
famous 
maker who worked in Venice in the 
eighteenth century. This maker was 
born about 1715, and died in 1785. He 
pupil of Seraphine. He was fond 
. - , , , . Tlil^trimr^wlffie making violins after the Amati 
finger is held rm y on g’ , model, and his violins are of a rich 
the fourth finger is lald bgbtly on; brownish red, or yellow. Possibly Gio- 
strmg a fourth above, thus pr°ducl"g vanni Bellosio was an obscure relative 
the harmonic. The first three bars of Anselm0 
this composition are written as follows. 
The actual sounds produced 
octaves above the lower notes, played 
with the first finger: 
B. K—The South offers an excellent 
field for young lady teachers of the vio¬ 
lin to locate, owing to the great num¬ 
ber of young ladies’ colleges and semi¬ 
naries, practically all of which support 
departments of music, where violin, voice 
and piano are taught. Almost every 
large city in the South has one or more 
music teachers’ agencies, which place 
In the first measure, for instance, the teachers in school positions. You could 
first finger holds the string firmly to the no doubt get the address of an agency 
fingerboard at the point where the note of this character m any Southern city 
A is produced on the E string. With the by consulting its directory, or by writing 
first finger holding this note, the fourth to any leading music house in the city 
finger is then laid lightly on the string where you would prefer to locate, ask- 
at the point where the note D is pro- ing them to supply the information. 
All those feet 
had Corns 
Watch the feet that 
now trip lightly. All of 
them had corns. 
But the owners learned of 
Blue-jay. They applied it in 
a minute. There was no more 
pain. The corn was forgotten. 
And in two days the corn came 
Soon or late you will treat your 
corns in that way. You will stop 
the paring, stop the old-time treat¬ 
ments. You will deal with corns in 
a scientific way. 
You will take them out, with no 
soreness, no pain, no inconvenience. 
Nearly half the corns in the 
country are now ended by Blue=jay— 
a million corns a month. 
Why wait ? Other ways, as you 
well know, don’t really end a corn. 
Why don’tyoutrythiseasy, painless, 
most effective way ? 
Why don’t you try it now? 
Blue=jay 
For Corns 
15 and 25 cents--at Druggists 
Bauer & Black, Chicago and New York 
Makers of Physic »* Supplies 
Klingform 
HIP REDUCER 
Hand knit ALL ELASTIC 
garment, strong and dur¬ 
able, massages continually 
rhile wearing. Compresses 
the hips to the requirements 
-id dress. Worn 
_grades. No’s 
... 2 and 3. Sold by the leading 
Corset dealers, or sent direct. 
Write for information and prices. 
UPRITE MFG. CO. 
CINCINNATI, O. 
MAKING A COMMUNITY 
MUSICAL. 
THE CHILD’S PART. 
What, pray, can Ethel and Rachel and 
Edith and John do to make a community 
rr usical! What do you suppose ? Give 
tl ree guesses while I count ten—oh, dear 
tre—how slow you are—Can’t think of a 
sc litary thing! Shame! Shame! 
Now, first of all, they are to play and 
si ig when asked. A child’s part is to 
take part. Ethel and Rachel and Edith 
and John must simply march forward 
“Yes,” 
“I will,” 
“I’m in practice.” 
When they can do that we know that 
they are real soldiers of progress. When 
they don’t do it we know that they are deT 
’ se -ters and every one knows what becomes 
of soldiers who run away. No! No! never 
run away from your duty; it’s a solemn 
rite you must perform for the good of 
all, your part is to make the world more 
beautiful because you are here with your 
Then another part in making your com¬ 
munity musical is to have good music to 
pk.y or sing. It must not tickle the senses 
so much as appeal to the heart and mind 
— io don’t forget that dear old Beethoven 
and Haydn and Mozart are as much 
alive to-day as the writers of the tinkling 
da ice tunes just off the press—and really, 
trtly, my dears, people the world over 
lo\e to hear Beethoven and Haydn and 
Mozart. They love the slow Minuets, the 
da nty Allegros, the stately Andantes and 
rollicking Rondos, for I have tried it 
on and I know—so don’t run away from 
the good old classic writers, the best is 
adv mys good. 
Then again your part in making a com- 
mrnity more musical is a part some of us 
• neglect, you must not only play good 
music but must hear good music. Go to 
the best lectures and concerts that come 
your way; never put the best aside be- 
cat se it is “so expensive” or “too classic.” 
The best will always be expensive and 
cla ;sic and the vulgar things will always 
be cheap. 
Everything worth while is born of 
struggle, so your part is to struggle up 
to an understanding of the best. Stop 
yorr ears to the shouts of the Electric 
Th latres; remember you are soldiers of 
progress and soldiers on the march never 
tur i aside. 
Then another part of your duty as 
soldiers of musical progress is this: 
Kn^w your heroes by name, and know 
the r story, for they all have interesting 
sto -ies. If there is a Bach or a Liszt 
or i Schubert or a Chopin wouldn’t it be 
a good thing for the town’s musical 
pro jress to inquire of the librarian for 
books about your own special line of 
work? Ask for such books as Standard 
History of Music, by J. F. Cooke; The 
Warner Story Book, by William H. 
Frost, or First Studies in Music Biog¬ 
raphy, Thomas -Tapper, or Music Study 
in Germany, Amy Fay. I know there 
mu;t be any number of good books on 
mu^ic in vour town library that are turn¬ 
ing yellow for want of light and sun¬ 
shine. Be brave and ask for them and 
demand others, the library committee will 
be glad to provide more reading matter 
for you and your musical club. Look 
over the magazine rack, do you see a 
musical magazine? No, but you find a 
dozen or more on trades, and yet the 
dust-begrimed farmer, mechanic or en¬ 
gineer loves music. Your playing or 
singing is perhaps the sweetest part of 
his day, and you should have your 
magazine, as he has his, at the town 
library. Your part in the community’s 
growth is as great as that of the trades¬ 
man—indeed, greater. So Ethel and 
Rachel and Edith and John do your best. 
Be real soldiers. Play hard, practice 
hard, sing, read, get your lessons, turn 
your back on the cheap and vulgar, be a 
standard bearer for the best there is in 






Don’t try to deceive the clock. 
Employ every minute of the hour. 
Failure is temporary. 
before you begin. 
Indolence doesn’t belong here. 
Judiciously plan your work. 
Keep at it. 
Lose no time talking. 
Memorize. 
Never miss an opportunity to play 
publicly. 
Once over the hard place, push onward. 
Plenty of practice plus persistence plus 
patience equals success. 
Quit complaining. 
Rise above criticism. 
Select always the best to study. 
True to your ideal means true to 
yourself. 
Unquiet mind—unquiet practice. 
Vacations may be too prolonged. 
Waste no time on trash. 
’Xamine your repertoire. 
Yield not to laziness. 
Zealous for the best. 
MUSICAL GAMES. 
TWO PLUS TWO ARE ONE. 
Players are seated on chairs. In front 
is the leader and before her stands a 
table; behind her is a large sheet or black¬ 
board. On the sheet are composers’ 
pictures. These are cut in half from top 
to bottom, one half appears on the sheet, 
the other half is on the table. 
The spirit of music, blindfolded, touches 
one of the players with a wand, saying, 
“Arise thou, O student, 
“Complete the sum. 
Two plus two are one!" 
• The player goes to the table, picks up 
half of a picture, goes to the sheet and 
tries to find its mate. Two minutes are 
allowed, and if he completes one picture 
in this time he may try another, and so 
on until the time is up. 'If he fails, the 
spirit of music says: 
“The time is done. 
Go, slothful one; 
Thou hiowest not that 
Two plus two are one.” 
Those who fail take their place behind 
the first players, but the one who makes 
the greatest number of complete pictures 
receives a prize. A composer’s photo¬ 
graph framed, or a scrapbook, make ac¬ 
ceptable favors. 
WHAT’S IN A NAME? 
This game may be played by any 
number of players, the more the merrier. 
On the blackboard are a list of well- 
known compositions, such as Spring Song, 
Wedding March, Tannhauser, Carmen, 
Narcissus; To a Wild Rose, II Trovatore, 
Parsifal, Messiah, Creation, Ninth Sym¬ 
phony, The Rosary, and so on. 
Each player has a pad with pencil at¬ 
tached, he is to write the composer’s name 
opposite the composition. After a cer¬ 
tain time has elapsed the papers are ex¬ 
changed and marked, those who have 
made mistakes rise and march around the 
room singing: 
Shame, shame, if we do not know the 
All these great composers will be lost to 
fame! 
A dictionary of music or history of 
music may be given as a prize. 
FIND SOME ORCHESTRAL 
INSTRUMENTS. 
My first is an exclamation. 
My second is something to tie. 
(O boe.) 
My first is a little girl’s name. 
My second is worn in her hair. 
(Clarinet.) 
My first comes from Japan. 
My second is a sailor’s drink. 
My third is to love and fondle. 
(T rum pet.) 
My whole is a Shakespeare heroine. 
(Viola.) 
My first and last 
Is part of your ear. 
(Drum.) 
My first is a relish. 
My second means “not loudly.” 
(Piccolo.) 
My first is a fish. 
My second is “in a short time.” 
(Bassoon.) 
My first is a counterpart. 
My second is the lowest part in a musi¬ 
cal composition. 
(Double bass.) 
JESSICA’S PRACTICE HOUR. 
(Who can translate it?) 
Jessica takes her scales Adagio sos- 
tenuto, and her Czerny etude Pin animate 
ma non troppo. She glances at the clock 
espressivo, and plays her pieces molto 
meno mosso. She looks out of the 
window risoluto and calls to mama 
plainhvo, “I see Willie and Hattie and 
Georgie, may I join the trio?" “No” 
answers mama con spirito. Jessica 
pouts deciso; then deliberato she- turns 
the hands of the clock forward and begins 
scales fou delirio. Czerny she plays this 
time Andante pesanto, and then she takes 
up a Tema con variato, with sub themes 
ben marcato. Allegro, con tutta forsa 
She plays Pvsstcato with accelerando and 
attaca subtto. Presto, she closes the 
piano Dehcatamenta she opens the door. 
The clock strikes the hour, and she runs 
down the street in Tempo di Polka. She 
calls to the tno con brio, “Now for fun, 
the practice is done 1” 
Theo. Presser Co. 
Publications 
Issued June, 1914 
Any of our works sent on inspection to teacher., 
upon request, at our usual large professional 
discounts. Use the number, net the title, j„ 
ordering. 
PIANO SOLOS Gr,d, Pr;C( 
11648 Lange (Flower Song, Souve¬ 
nir No. 3) .G. L. Spaulding 2 .25 
11646 Schumann’ (Happy Farmer, 
Souvenir No. 1), 
G. L. Spaulding 2 .25 
11650 Mozart. (Don Juan Minuet, 
Souvenir No. 5), 
G. L. Spaulding 2 .25 
11695 Haydn (Andante, from ‘'Sur¬ 
prise Symphony,” Souve¬ 
nir No. 9) . G. L. Spaulding 2 .25 
11698 Paderewski (Minuet a 1’An¬ 
tique, Souvenir No. 13), 
G. L. Spaulding 2 ,25 
11653 Czibulka (Winter Tales, 
Souvenir No. 8), 
G. L. Spaulding 2 25 
11649 Rubinstein (Melody in F, 
Souvenir No. 4), 
G. L. Spaulding 2 .25 
11635 With Fife and Drum, Op. 
297, No. 1-C. W. Kern 2 .40 
11488 Away to the Fields, March, 
P. Renard 2 .25 
11489 Ding Dong, Waltz . P. Renard 2 .25 
11490 Let’s Be Jolly, Polka 
P. Renard 2 .25 
11636 Sweetheart Waltz, Op. 297, 
No. 2.0. W. Kern 2% .40 
11637 Rustic Festivity, Op. 297, 
No. 3.0. W. Kern 2% .40 
11638 A Merry Hunter Am I, Op. 
297, No. 4. . . .0. W. Kern 2% .40 
11491 May Dance, Schottische, 
P. Renard 2% .25 
11629 Happy Adventure, 
S. E. Widener 2% .40 
11652 Thome (Simple Aveu, Souve¬ 
nir No. 7) .G. L. Spaulding 2% .25 
11647 Mendelssohn^ (Spring Song, 
G. L. Spaulding 2% .25 
11697 Moszkowski (Serenata, Souv¬ 
enir No. 12), 
G. L. Spaulding 2% .25 
11696 Schumann (Traumerei, Souv¬ 
enir No. 11), 
G. L. Spaulding 2% .25 
11651 Dvorak (Humoresque, Sonve- 
__ nir No. 6) .G. L. Spaulding 2% .25 
11435 In Good Company, March 
H. Engelmann 2% .36 11436 In Good Company, Waltz, 
,, _ _ , „ H. Engelmann 2% .30 
11437 In Good Company, Schot¬ 
tische .H. Engelmann 2% .30 
11438 In Good Company, Three 
, , s,j.eP .H. Engelmann 234 .30 11439 In Good Company, Polka, 
11440 In Good Company, Gal'op?nn ’3° 
11570 Eventide Repose.A. Sartorio 3^ 25 
11610 When Nature Sleeps, Noc- 
11690 Canzonetta V.Chaf." ifimlsa? 3 JSO 
11571 La Babillarde, Danse Fan- 
tastique .A. Sartario 3% .40 
FOUR HANDS 
11685 Les Mnscadins. .Paul Wachs 4 .60 
OUR PIANO, EIGHT HANDS 
11552 Galop Marche.Lavignac 3 1.00 
VIOLIN AND PIANO 
11660 Song.^The Evening star, 
nns1 _ Wagner-Franz 3 .60 11061 The Hour la Late, ‘‘Faust,” 
11662 Speak to Me o?Mjr°Mother* 3 -6° 
w -- -Bizet-Franz 8 .60 11663 My Heart at Thy Sweet 
Voice, “Samson et Dalila,” 
11664 But Thou, Klingt;S”AidI”nZ 8 
Verdi-Franz 3 .60 
PIPE ORGAN 
11684 Adagio Cantabile, 
116H8 v,.c , ■„ Haydn-Whiting 4 .85 11683 Festival Prelude..D. Buck 4 .75 
mi.- wmv witn Thine Eyes, L. V., 
... _ F- G. Rathbun 3 Thou Art So Dear, 
A Farewell n„J’ Bohannan 3 
OCTAVO ANTHEMS FOR MIXED 
10417 Te Deum in E FUt 
104,5 w,„ „ „ tvigjj ! 
10405 My Babylon’? Wa^e?demerP 8 45 
10416 The Lord i. Great^^ % $ 
theo. presser CO., Philadelphia, Pa. 
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does POPULAR MUSIC INJURE 
TONE AND TOUCH? 
BY EDITH L. WINN. 
Two pianists came to me for a summer 
position in a hotel. I listened to each 
Le with much interest. The first had 
been for many years a student with a 
very good pianist and teacher. She had 
no definite ideas about accent. She never 
kept strict time in dance music. She 
was so afraid of forcing tone that she 
nsed no tone. You could never hear the 
second or third beat in a waltz. She knew 
all about tone-color, pedaling and expres¬ 
sion, but she could not play popular music. 
She hated it. in fact. 
The other applicant sat down at tne 
piano and- began to play. At once I saw 
that she was experienced. She worked 
up to climaxes definitely, observed repeats, 
anticipated rests and kept strict time in 
the dance music. Moreover, she liked to 
play; the waltz tempo was not only ex¬ 
cellent, but she gave a short, sharp, crisp 
impulse to it. A well-known pianist 
heard her and exclaimed, “That girl 
is worth two of the other one, for 
summer work. She knows all the popu¬ 
lar operas, has a wide experience in rou¬ 
tine, is a good sight reader, and has an 
excellent tone.” The first girl will eclipse 
her in solos, hut knows nothing of en¬ 
semble playing. It is probable that in the 
study of the Mendelssohn, Gade, Jads- 
sohn and other trios, the second girl 
might fail in interest and application, in 
other words, her taste for good literature 
may have been somewhat perverted, but 
the first girl also knew little of these 
works. She. however, must have known 
how to study these works. 
I took the second girl because she was 
an expert “routinist.” 
* © 
Publisher’s Notes 
A Department of Information Regarding New 
Educational Musical Works 
NEW WORKS. 
Advance of Publication Offers— 
June, 1914. r~ Speci 
Regular Off. 
Price Pru 
Wagner’s Music Dramas (2 vols.).. 7.00 3.0 
L’Agilite, Op. 20—F. Lecouppey. .. .75 .2 
Musical Poems—Carl Senour. 1.00 .3 
Musical Playing Cards .50 .2 
Ten Five-Note Recreations—Mrs. 
C. W. Krogmann .1.00 .3 
Very Easiest Pieces for Four Hands .60 .2 
First Parlor Album for the Piano- 
THE LIMITATIONS OF TOUCH. 
BY J. ALFRED JOHNSTONE. 
Although the mechanism of the piano 
to the production of its tones seems simple 
enough, yet it is just at this point that 
many fanciful theorists invest the subject, 
with much mysterious complexity. There¬ 
fore, at this starting point the student 
should try to begin his investigations in as 
candid and matter-of-fact an attitude as if 
lie were about to examine the construc¬ 
tion and use of any piece of every day 
mechanism entirely unconnected with his 
art. He will find that a candid, personal 
investigation, first, by examining the 
mechanism of the piano; and secondly, 
by a series of experiments probing the 
possibilities and the limitations of varie¬ 
ties of tone by varieties of touch, will 
teach him more clearly, more rapidly, 
more thoroughly and more convincingly, 
than the arguments of many treatises. 
By greater or less strength of blow or 
of pressure, the key may be depressed 
more or less rapidly, and the tone be 
made louder or softer; or, the key may 
be released, thus causing the damper to 
fall and stop tile sound, after being held 
for a longer or shorter time, according 
to the length of the note required. Thus, 
a note may be louder or softer; or it 
may be longer or shorter, according to the 
length of the note required. But no de¬ 
vice of touch, no curious movements of 
fingers, hands, wrists or arms; no coax¬ 
ing, no bullying, no willing; no school¬ 
boy, no Rubinstein, no Liszt, can produce 
any varieties of tone more complex than 
these.—Touch, Phrasing and Interpreta- 
New Album for Violin and Piano.. .5C 
Chopin’s Polonaises .7E 
New Reed Organ Volume.5C 
Rose Maiden, Cowen .7E 
Wagner-Liszt Album  1.0C 
Education of the Music Teacher— 
Thos. Tapper .l-o< 
New Anthem Collection .2f 
“On Sale” Returns 
and Settlements 
Thousands of patrons of the Theo. 
Presser Co. are preparing for the end 
of their school term. The return of ON 
SALE music not desired and the settle¬ 
ment of accounts is a part of their 
preparation. On June 1st every account 
on our books will receive a complete 
statement of account, including items 
both on regular monthly account and all 
items that have been sent out as ON 
SALE music. The regular portion of the 
account for the music actually purchased 
is, of course, due and payable immedi¬ 
ately. With regard to the return and 
settlement for the ON SALE we will give 
some simple directions here and also 
draw attention to the more full explan¬ 
ation sent with the statement. _ 
(1) Return prepaid all ON SALE 
music unused and not desired; a credit 
memorandum for the value will be sent 
with a statement showing the correct 
balance due us. Place the name and 
address of the sender on every package 
returned. 
(2) Small packages of ON SALE 
music should he returned by mail; larger 
packages by express or Parcel Post; still 
larger packages in a wooden box by 
freight. The mail rate on sheet music 
up to four lbs. is 2 oz. for one cent; the 
rate above four lbs. is the regular Parcel 
Post rate, varving from 5c to 12c for 
the first lb. and from lc to 12c for each 
additional 11). depending on the zone. The 
express Prepaid Printed Matter rate is 
2 oz for 1 cent with a minimum of 15c.- 
The’Express agent or Postmaster will 
o-ive you particular information as to 
the best and cheapest method of return¬ 
ing any particular weight or package to 
Philadelphia. Bound books should be 
sent by Parcel Post only; but sheet music 
can he sent printed matter up’to 4 lbs. 
and Parcel Post from 4 lbs. to 20 lbs. 
and the nearby zones up to 50 lbs. . 
(3) Use the gummed label which is 
enclosed with the statement, no matter 
by what method the returns are sent, and 
always write the name and address of 
the sender in the space provided on that 
gummed label. , . , (4) ON SALE music received from 
us during the past season and of such a 
character as to be -usable for the next 
season's work may be retained under con¬ 
ditions arranged by special correspon¬ 
dence. This plan is done to save expense 
of transportation. 
(3) Music that . has been specially 
ordered and correctly filled is not to be 
returned, although mistakes are cheerfully 
rectified. Do not return music that is 
soiled or used in any way whatsoever. 
(6) A credit for the return of music 
cannot be allowed unless the name and 
address of the sender is on the outside 
of every package returned to us. 
Diplomas, Medals 
and Program Forms 
Following is a list of the blank diploma 
forms which we carry in stock: 
Price 
Course of Study Certificate.$0.10 
Course of Study Diploma, 21 x 16 
inches (Parchment ). 50 
Diploma Form, 21 x 16 inches 
(Parchment) .25 
Diploma Form, 21 x 16 inches. .15 
Certificate of Award, 12 x 9 inches .10 
Certificate of Award, 12 x 9 inches .05 
Teacher’s Certificate, 11 x 8yZ inches .05 
In addtion to the above we have had 
manufactured for us for the present 
season, a Certificate of Merit, the reading 
upon which is as follows: 
CERTIFICATE OF MERIT. 
Awarded To 
Given this .. day of 
(City to be filled in.) 
The size of this is \V/2 x 14^, printed 
on excellent paper by the steel plate pro¬ 
cess, illumined with a blue and gold seal. 
We can sell these, engrossing included, 
for $1.00 each. 
We can furnish the same gold or silver 
medal for the present season which we 
had during the past two years. Roman 
finish gold or silver, substantial weight, 
engraving included; $4.00 for the gold 
and $3.00 for the silver. We only carry 
in stock the one design, the best value 
for the amount spent that we can give. 
Our two blank program .forms, are used 
extensively at small concerts, recitals,-etc., 
title pages in two colors, one reading, 
“Concert Given By,” the other "Recital By 
the Pupils Of.” The inner pages. are 
blank upon which the program list is to 
he inserted by the teacher or school. We 
do not do this inserting but sell the blank 
forms at a small price because they have 
an attractive advertisement of The Etude 
on the fourth page, at the low price of 
50c per 100. Samples on application. 
Summer 
New Music 
The sending of new music ON SALE, 
Piano, Voice, Organ, Violin and Octavo, 
goes on during the summer months but 
to a much smaller extent than during the 
winter months. Instead of sending out 
from four to seven packages of music, 
we may send out one or two depending 
on the demand and they are not sent to 
the regular list hut only to those persons 
who make special demands for the same. 
A postal card will bring Summer New 
Music to all who apply for it and for the 
classification desired. 
Early Supplies for the 
Next Teaching Season 
For several years past, we have oper¬ 
ated a plan of early distribution of teach¬ 
ing material through which it has been 
possible to place a complete fall supply 
in the hands of hundreds of teachers 
ready for use at the very beginning 
of their season’s work. This arrange¬ 
ment will be in effect again this year 
and will mean the saving of a consider¬ 
able portion of the transportation ex¬ 
penses as well as a source of comfort 
and satisfaction to every teacher who 
by this means escapes the annoyance and 
less of time incidental to ordering at a 
Dainty” J 
The hostessis never at loss what to offer 
the afternooncallerif theselittle“disks 
of delight” are kept in the house. 
True lovers of light confections will 
appreciate the delicate sweetness and 
variety of flavors in 
Necco Wafers j 
Glazed Paper Wrapper 
Hub Wafers 
Transparent Paper Wrapper 
They add a new delight to the after¬ 
noon tea, the kiddies’ party or the 
moreformal occasion. As an informal 
between meal tidbit these toothsome 
sweets are immensely popular, 
B“^Zi da> a,i’U' NEW ENGLAND I 
CONFECTIONERY COMPANY 
Boston, Mass. 
Emerson. Piano Co. 
Boston Hass. 
LYON&HEALYi! 
American Professional f\ 
CORNET $30 
dVJds VWlUtB iU 0202) 
LYON & HEALY, 37-48 E. Adams St., Chicago 
WRITE FOR SUMMER CHALLENGE CATALOGUE. Depart¬ 
ment “Y”. SIEGEL COOPER & CO , CHICAGO 
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time when the greatly increased volume 
of business inevitably causes still further 
delay. 
It is hardly necessary to dwell at any 
length on the disadvantages of waiting 
until September to order supplies usually 
needed very early in that month; every 
teacher knows fairly well in advance that 
a certain number of former pupils will 
resume their studies in the fall and that 
there will be about so many new pupils, 
several of them beginners; with this 
knowledge it is tolerably easy to estimate 
the quantity of teaching pieces, studies, 
etc., likely to be needed during the first 
part of the season; if this information is 
transferred to us during June, July or 
the early part of August (the earlier the 
better) we will undertake to make up 
individual ON SALE assortments, con¬ 
taining the designated variety of teach¬ 
ing material and forward one to each 
customer in time for delivery on or be¬ 
fore any specified date. In many cases 
we shall be able to combine several lots 
ir. one shipment to go by freight prepaid 
to a central and nearby distributing point, 
the transportation thence to be borne by 
the customer, but under the greatly re¬ 
duced express rates, the expense for de¬ 
livery will be quite nominal. 
With the June statements of account 
our regular patrons will receive a special 
order form to be used for the above de¬ 
scribed plan of ordering; others desiring 
information or order form should not 
hesitate to write to' us. 
Parcel 
Post 
The installation of Parcel Post has 
caused some little delay in the Post 
Office Department during the last two or 
three months and we believe that where 
a delay occurs, if the Post Office Depart¬ 
ment were complained to, the remedy 
would be more quickly found and applied. 
One suggestion of more importance 
than all with regard to the Summer and 
coming Fall is to let us have the Fall 
order as early as possible. Let us have 
it any time—let us have it before the 
present season ends. Simply state a date 
when this order is to be delivered and it x. , 
will be prepared at our convenience, at lmP°rtant Edition the student who aspires to adopt this 
our leisure during the summer months of Wagner’s Works branch as a life work may know how to 
and will reach the patrons on exactly the , r~ , , proceed. The book is written along 
date when they desire it. This will be a , Germany they say that Wagner s broad lines and should prove very help- 
convenience to the patron and will cer- works are now “free.” That does not ful to many. It is now completely “set 
tainly be a great convenience to this ™ean that anyone may have a copy of up” in type so that it will be but a short 
house. the works without paying for them, but time that we can continue our special in- 
SnmmPr Mail * does ,mean that the c?P-vri«bts uPon troductory “advance of publication” price 
summer lviail the works have run so long that they 0f 60 cents 
Order Music Buying have now run out and the great master- 
while thousands of our patrons end pieces are public property. That is, any Vp™ tfaQi„Qt n.,of.0 
their term with May or June, there is a printer may publish them in Germany UetS 
very large portion, perhaps not a majority, without paying the Wagner publishers or ridiioiorte 
that continue their . teaching during the the Wagner estate a royalty to the extent This new collection is well advanced in 
summer and even in some communities jt was previously paid. A great German course of preparation and we advise all 
are busier than during the winter season. grm gas taken advantage of this' (Hansa- teachers interested in elementarv work 
music^during^the *a«’ “d * “ 1° ff a-p"atV in¬ 
desire to say that this office is better pre- edltl0“ °f the. WaSnfr “ dramas arT troductory rate. There are really very 
pared to take care of mail order music ran£ed for P'fno solo, and accompanied few such volumes to be had; volumes in 
supplies, perhaps give even better service Wlth ,the, words of the original text, and which both the primo and secondo parts 
from now until the first of September, lssued these arrangements in two hand- lie in either the first or second grades 
than from September until May. We some clot*- bound volumes. The price of It is a volume to be used by two students 
are always preparing for the Fall, but our both volumes bought together is $3.00 not by teacher and pupil. The duets are 
entire organization is with us all Summer; (not $3.00 for each single volume, as the all very tuneful and attractive manv of 
all orders of every size are taken care of volumes will not be sold separately). We them being written or arranged specially 
on the day they reach us. can recommend these volumes entliusias- for this work. y 
_ -T ti • tieally. They are verv fine indeed and The snA-iaf .--• • , 
Ten Five-Note Recreations. include all the essential themes and pas- 
By C. W. Krogmann sages of principal interest in the Wagner 
This little volume by one of ’the most Music Dramas Riensi, Flicgcndcr Hoi- Rose Maiden 
popular composers of easy teaching music Hinder, Tantthauser, Lohengrin. Tristan ™ ry. j Ir r, 
is the first of this kind that we have to nnd Isolde, Meistersinger, Rlieingold, lrea • LOWen 
present to our readers, and we are par- Walkure, _ Siegfried, Gotterddmmerung This most popular cantata will h* s. 
ticularly favored in having one of the and Parsival. By a special arrangement suej jn a short ti 0f Df ‘s~ 
best works ever composed by this popu- with the publishers we shall be able to that have been issued fn the past thtrtv 
lar writer. The pieces are in the first supply them to our readers who order years there is none so nooula? a<= “Tb^ 
grade and all have words. Therefore through us in the regular way. >• t. ' L d.s lne 
they are both vocal and instrumental. 
Enlarging the Army 
Every recruit added to an army strengthens the cause. There 
can not possibly be too many people interested in music. THE 
ETUDE adds fresh force to all musical endeavor. Every new sub¬ 
scription sent in fortifies the great body of those who seek musical 
expansion in America. The distinctive mark of THE ETUDE has 
always been progress. It has always gone ahead, not only in its 
contents, but in its reaching out to help new music lovers. Its 
present great circulation is the result of patient regular building 
begun thirty years ago, long before thousands of its readers were 
bom. 
If every ETUDE reader would spare just a few minutes of his 
time during the coming month he could easily induce some friend 
who has not yet taken advantage of THE ETUDE to enroll at once. 
Last month we started a great campaign to reach the 300,000 mark. 
Our 300,000 Introductory Offer 
To make the best possible start in our campaign to reach the 
300,000 mark we will accept six-month subscriptions (six splendid 
issues) for 50c, (the lowest ETUDE rate ever made). This is purely 
an introductory offer based upon our knowledge that THE ETUDE 
will be so good during the next six months, that every new friend you 
send to us through this offer will become a permanent subscriber. 
This special rate applies only to those not now receiving THE ■ 
ETUDE regularly. 
Write your names on a slip of paper, enclose fifty cents for 
each one. Remit in the form most convenient—stamps, cash, 
money order, etc. Send orders to THE ETUDE, 1712 Chestnut 
St., Philadelphia, Pa. Foreign addresses add 36 cents; Canadian, 
10 cents. 
e of publication ii 
Rose Maiden.” It is performed more 
The pieces are written in both clefs, but The Education of the Music culty. "lt° has C a*ll ^ of°^h^ at rtacti ve 
1Y*. comPass .of five notes, .n Teacher. By Thomas Tapper features that can be found in a cantata 
each hand. It is astonishing what has J It has been tried out most tlinrrm„MC 
been done m the way of melody and har- There is a great hue and cry about the and has become standard Almost py 
mony in such a simple form.# The words teachers who are attempting to give in- Society some time in its liistorv nrnd^ 
also are. extremely appropriate. Some struction without any definite educational this work. y p oauces 
of the titles of these pieces are as fol- purpose other than that of earning We will only allow one ennv u 
lows: “First Lesson,” “A Hammock money with little effort. Do you know purchaser. It is not exnprt#»#l +1 i.ea5- 
Lullaby” “The Volunteers,” “The what the “good” teacher ought to know— rectors will supply a choral sociVtv t 
Meadow Brook, Morning Song, Au- or better still, what such a teacher this price. Our special ad van™ I-HL ** 
fumn Song, Evening Song.’ should be able to accomplish? It is Mr. hut 25 cents postpaid cash with Yli*6 1S 
Our introductory price for this volume Tapper’s nurnnsp t<-> nntlinp tli» ,>rl,i<•»- rW TWo -a,-’ .. . wlm *".e 
is only 35 cents postpaid. 
.- purpose to outline the educa- der. These advance’ conies  
tion of the ideal music teacher so that samples to be used for examination™^ 
1/ Agilite, Op. 20. 
By F. Lecouppey 
This popular set of 25 Studies will be 
added to the Presser Collection, complete 
in one volume. It is one of the best sets 
of studies devoted to the development 0f 
velocity in the intermediate stages. Any 
third grade student can take up this vol¬ 
ume to great advantage. It makes an 
excellent preparation for the more ad¬ 
vanced velocity studies of Czerny and 
others. 
For introductory purposes in advance 
of publication, we are offering copies of 
this volume at 20 cents postpaid. 
Musical Poems. 
By Caro Senour 
We have come into possession of this 
publication by this song poet for chil¬ 
dren. The volume contains one of the 
finest collections of children’s songs that 
we have ever yet had the pleasure of ex¬ 
amining. They are gems, every one of 
them. The words and music are all by 
this most popular composer. The settings 
are unique and attractive. They are 
within the range of every child who is in 
the first grade. 
The advance price of this volume will 
be 35 cents postpaid. 
Chopin’s 
Polonaises 
This is one of the best offers we have 
to present to our readers this month. 
Chopin has put into this form some of 
his greatest creations. Of all the vol¬ 
umes of Chopin the Polonaises are the 
most popular. In fact, it is to Chopin 
that we owe the great popularity of this 
volume of music. Almost any pianist of 
any pretensions should have a volume of 
these polonaises for his library. It will 
be published in the Presser Collection in 
our usual style of good engraving and 
finest grade of paper. 
Our special offer price which will most 
likely be withdrawn after this month is 
only 30 cents postpaid if cash accom¬ 
panies the order. 
Wagner-Liszt 
Album 
This work will shortly be added to the 
uCS1fr Collection. This volume contains 
all the famous transcriptions by Liszt 
from Wagner’s Operas. There are nine 
of these and the volume contains nearly 
100 pages. The arrangements are almost 
too well known for us to go into detail 
here. They are intended of course for 
rather advanced pianists. They are bril¬ 
liant concert compositions. The price at 
which we offer the entire volume is less 
than any of the single pieces may be pur¬ 
chased for m sheet form. 
The special offer will most likely he 
withdrawn after this issue, but we still 
present our special offer for the present 
month, 35 cents postpaid, if cash accom¬ 
panies the order. 
Musical 
Playing Cards 
aga!t}. dr.aw attention to a pros¬ 
pective publication of a set of regular 
Playing cards, a pack of 52 or 53 cards, 
lie ™ nuYactu.rfd ,that any game that can 
-inrlPfye? Wltb fiearts. diamonds, clubs 
cards*Ptb6S C?” played with these 
thl Mi°,nly dlfference will be that 
intere^fnTi be ™usical characters, rather 
sri-oiin efg f°r t le use of any person or 
fdvaLef ?erso,n3 musicaHy inclined. In 
£?va"c.e f°f P)?blication these cards will 
Lc sold for 25 cents a pack. 
Advance °f Publication 
Offers Withdrawn 
times rnti0ned last month, it some- 
n^nci„gPaPePSwthat *hen "e are an- 
ductor g a- new work at a special intro- 
yet VeceiveH % the I6": work has not as 
however at ’th/uJi Just. as *00"’ 
menUon*”tlfi°Ur P"b,'aher’s" n’oS. 'w'e 
slightly fc bCann* «tles differin« 
We are °?es first announced, 
withdrawing from special offer 
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, _‘By Those Gates of - _ 
Mother Waits”—15 cents, postpaid. Safford seen 
Co.. Keene, N. H. _ cult .f ,____ 
—CORRESPONDENCE LESSONS^in Har- 
THE ETUDE 
this month, two important works, “Pleas- CHOPIN’S GOLDEN AGE. 
ant Hours for Four Hands” Op. 1042, by When Chopin had his apartments in 
A. Sartorio, ;>and “Italian Overtures for thg Rue de la chaussee d’Antin in Paris, 
F<These3 vforks are now ready and the guests would drop in at the soirees musi- 
special offer is hereby withdrawn. “Pleas- cales and take their places w 
ant Hours” is one of the best sets of word. Here they sat for hours entranced 
duets for teacher and pupil that we have by Chopin’s wonderful playing and inl¬ 
and the secondo part is not to diffi- provisations. Liszt has given a delight- 
to be played by a more advanced these soirees. He writes: 
student should this prove desirable. We . “ F • . «. i• t.fpj 
should be pleased to send the work for “Chopins apartments ~ 
•, sell c 
dimly lighted SCVL IU SCUU m WVJ.rw XV. -X -- , . 
examination to all who may be interested, with wax candles only, grouped around 
'Italian Overtures’^ contains nine of the Pleyel piano, which he particularly 
E. D. Keck, Rivers 
can‘ the best overtures of Bellini and Rossini, 
-. splendidly arranged for four hands, and 
...... —■ words. Manuscripts a]j very carefully prepared. We shall be 




mony. Dr. Alfred-Wooler, composer. 
mS^to,A Man capable of teaching Easy Parlor Album 
lavek<good8 experfem?e.lnSBoxM45,b“ re ^The for the Pianoforte 
Etude._l. 
Correspondence course in iiai 
rnntiv under Boston Organist and Teachei. 
Also special Summer Courses. Raymond C. 
Robinson, West Newton, Mass. 
liked for its slightly veiled, yet silvery 
sonorous tone and easy action. As the 
corners of the room were left in obscur¬ 
ity all idea of limit was lost, so that there 
seemed to be no boundary save the dark¬ 
ness of space. The light concentrated 
around the piano glided wave-like along 
This is one of a series of volumes the floor, mingling with the red flashes 
printed from especially large plates. It 0f the firelight. By a strange coincidence 
is a particularly rich and inviting collec- the poi;shed surface of the mirror re- 
tion of easy pieces in brilliant and popu- .... Hi w m _ .— fleeted so as to double for our eyes 
SB“OpenOITSKrM! use.S None'of the pieces go beyond the the beautiful oval face with the silken 
sons mailed on receipt of $1. A._ Francke, advanced second grade in point of diffi- curls, which has so often been copied and 
512 Kimball Hall, Department “E,” Chicago. cujtVi and there will be an unusually large Qf which countless engravings have been 
""easy anthems. ‘Thou Shaht Be Ex- number of pieces in the collection. produced.” 
sited” and “Day Unto Day,” liy Rvifua O. special introductory price .. 
Suter. ^Bright, melodious^and effective^ Sam- ^ J publication for this work 
s postpaid. 
VIOLIN SUMMER COURSE. First s 
in violin plaving successfully taught by n- 
Greatly reduced rates. Easy, practical and 
thorough system. Write for particulars. 
Warren School of Mnslc. Warren. Pa. 
HOW THEY FINANCED 
New Reed PARSIFAL. 
Organ Collection The occasional opulent performances 
This volume has taken definite shape of Parsifal are by no means easy to give 
and will be ready for delivery in a short even ;n these days, but one njay imagine 
Investmentr”sample "insrtuc'tion ^'books time. The pieces in this volume will be w much more difficult was the first 
mailed free: quick, easy method. Winn of a semi-classical nature. There w production whCn it was given over thirty 
School. 155 West 125th Street. New York. be no trifling compositions in the Whole * a 
FOR SALE, studio and established volume. Most of these will be arranged years ago at Bayreuth Entirely apart 
patronage, piano and voice, in Southern from tbe class;c masters and most of from the artistic difficulties was the un- 
s^om^lendK them )vi11 be sbort ’ sonle wiU be inviting task of financing an undertaking 
teacher. Address TEXAS, carp The Etude, page long, others two pages and others wj1;cb ;n the eyes of hundreds could 
THE SECRET OF BEAUTY A master- three pages. The pieces will be suitable like other Wagnerian enterprises 
forte nothing but a disastrous failure. Again, 
ofMr^GUbS^bcaS’mul^^a$ln“ entitled reed organ, but can be played on the pipe there was Wagner himself to deal with. 
"The Secret of Beauty,” in panel form, 11 x organ. There will be some 150 pages in He had his idealistic mind set upon a 
?U?^fitn,fn?rBPo1fnone ofPthe ff°g- this volume and our advance price is but Wonderful school he proposed to found 
yMr Gilbert Is noted for, and is not 25 cents for the complete volume, post- jn gayreuth. The student-body was to be 
— —xx— —I.'-'- t —i- -- advance. . . - marred by any printed matter which would paJd if cash is 
prevent framing. Send 10c. in stamps to 
cover wrapping and postage. We are con- Anthem fident you will be bigbly pleased with tile INeW Alillieill 
pichire and calendar^ and ^find^lt Collection 
addition to your library 
Hopkins & S"” — 
Street, New 
proprietors, 37 Great Jones 
LOUIS ARTHUR RUSSELL, 
the “Russell Modern Methods 
Study,” the Russell Books, etc.. - 
nounces his schedule of summer teaching, t 
include special classes in Voice Culturi 
Pianoforte Study, Theory Analys 
This new edition to our series of enor- 
lously successful anthem collections 
composed solely of graduates of foremost 
conservatoires who were to spend si> 
years more' in post graduate work ir 
Wagner’s preparatory school. The hard 
working Wagner Societies in all parts 
M , now weU advanced in prepamtion.“°Ail of Germany were importuned to forget 
Mu*ic those who have used our previous vol- Wagner’s failures in the past and con- 
will welcome this - 
we can cordially recommend the book tc 
Y -V. T’VnnTihth m iuTv’ 17th' ai organists and choir masters. It will con- 
College’of Music, alternating (e'xcept week tain an especially bright and pleasing as- 
x..,_ same month with the sortment of new and singable anthems. 
Russrtl gevot(.,i The special, introductory price in ad utopian ana consented to nave 
fUMrdakuUu Nwui VaT •?, Publlcatlon 13 13 CentS pef C0PY contributions received directed toward 
'po ' 
of July 5th) during s 
Manhattan course at I- 
negie Hall, week of July 5th, 3 
to a special course (five full 
ark, Monday, July 20th. Mr. — 
take personal charge of the Summer 
Course at St. Mary’s A ™ 
Ohio, this .. 
weeks, daily sessio 
evening - 
extending through throe 
s (six hours), and special 
_  
Send for p? Addr 
Six Hundred Dollar 
Offer 
The Prize Contest having closed May 
You Can Weigh 
Exactly What 
You Should 
comer, and tribute toward the support of the ideal¬ 
istic school. A production of Parsifal 
was offered as a kind of premium for 
their contributions. Finally Wagner was 
persuaded that his school was perhaps 
Utopian and consented to have all 
production of his “masterpiece” Parsifal. 
In various ways a sum of about 180,000 
marks was gotten together. 
The writing of Parsifal covered «u ess Carnegie . w.nmg u . 
‘St Mary’s,” Columbus, j the ju(jges have been busy sorting period of nearly six years, ihe first 
p and classifying the manuscripts sub- performance was given July 28, 1882. Up 
with their compliments. 
SWINGING HARP JJSs a' 
THthro°gh m"7^ I'1""3 ■" 
feU doS?™.*’ Momj o 
Address A 
Granville Palace 
i,’ in the pri- 
vacyoTtheh 
You Can Be 
So Well! 
well!’ibuMup your’vRal- 
ity —at the same time I 
strengthen your heart a^ 
breathe, to stand, walkand 
relieve such ailments as 
Nervousness, Torpid 
I have had a wonderful ex- perience^and^should like t~ 
Susanna. Cocroft 
Michigan Boulevard, Chicago 
8 Cocroft is a college bred woman 
authamtu onJ^ ^^faS^o. 
MR. MUSICIAN 
Get a VEGA and 
Get Musical Satisfaction 
□ VEGA Standard Cornets 
□ VEGA Standard Trombones 
□ T. & 0. Band Instruments and 
Supplies 
i i VEGA Banjo-Mandolins 
Every Orchestra Leader should 
get busy with this instrument. Same 
scale as a violin. All the rage in 
New York and Boston Orchestras. 
□ VEGA Mandolins and Lutes 
□ Easy Payment Plan 
The Vega Company 
62 Sudbury St. - Boston, Mass., U. S. A. 
TORYBit%hTdXCac™mpH^hmeDitlyo“the mined'.' This has been a huge task. to this time the Wagner music aramas 
Victor Talking Machine Company. The story There were in all about one thou- at Bayreuth had been given before very 
of contemporary music is being engraved upon sand manuscripts submitted, represent- excius;ve audiences of Wagner devotees 
makes' the8typewritten8 Id^tory^f "yesterday ' ing several hnndr,ed who subscribed for their seats long in 
seem obsolete in a measure. For instance, manuscripts came from all directions. d Now it was decided to give 
the best numbers in the repertoire of Caruso Every piece is being carefully examined advance, how was uec cu m g 
are graduallv being recorded under leisurely ‘ exoect to announce the awards sixteen performances open to the public 
conditions so that the v0^. f" tilf, Julv issue of The Etude. After after two performances especially for 
ston.r The°same'’isItrue of most of the great tll;s daje> aif manuscripts not available Wagner patrons had been given. This 
artists of the present day. including great , turned to the writers as promptly p]an proved especially successful. Seats 
and Ts possible. sold for thirty marks each ($7.50) and 
Kubeiik as weli as many combinations of great owing to the fact that many of the artists 
month is°Z ver^s N« Album fot gave their services “for the good of the 
opera Ballo in MascJiera, sung by Car wp. Violin and uiano cause« there was a profit of seventy- 
undme?eltbPUdf“tion0Sie’Retrtd The^Vi^tor This is another one of the volumes five thousand marks which was applied 
“New Records,” a 28-page bo’oklet tells all printed from especially large plates. t a cen^ral fund which insured the con- 
N. .T„ office and receive a copy of this booklet ;nt-rmec)iate attainment. The pieces will sifal remained one ot ttie cfiiet assets oi 
«...- i i chiefly in the first and third posi- Bayreuth and send thousands upon thou- 
tions with a few slightly more advanced, sands to the quaint little Bavarian town 
The material is all by popular and stand- w;th its pleasant surrounding, common- 
ard writers, and_ there is not a dry or piace buildings, stuffy hotels and Elysian 
hackneyed piece in the book. temple of the Music Drama. Seven 
For special introductory purposs months after the production of Parsifal 
BtfetfSCS Wagner’s tumultuous life ended in Venice. 
cENu.m;WALRUS BAG 
Leather Lined. Three Pockets. French Sewed Edges. Solid Corners. Brassed Key Lock and Catch. Just the thing for your 
trip. Sold by mail ouly. Regular price, $7.60 to $10.00. By parcel post, prepaid, $5.00. Choice of 16 or 18 inch. Send today. 
AUSTIN’S SHOPS, 18 Court St., Binghamton,N.Y. 
TINDALE 
Music Cabinets 
ANew Idea in Keeping Music 
“A filacefor every piece; 
Every piece in its place." 
Variety of styles, sizes 
and finishes, $17 to $85. 
Write for Catalogue 
Tindale Cabinet Co. 
1W. 34th St, New York 
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is no farther from you 
than the Victrola 
The world’s best music, superbly rendered by the 
world’s greatest artists—Caruso, Melba, Tetrazzini, 
Paderewski, Kubelik, Mischa Elman, Sousa, Pryor, 
Victor Herbert, Harry Lauder, Christie MacDonald, and 
Blanche Ring are a few of the famous artists intimately 
associated with the Victrola. 
Its exquisite renditions are a source of cheerfulness 
and inspiration alike in the homes of wealth and promi¬ 
nence, in the homes of discrimin¬ 
ating music lovers, in the homes of 
thousands upon thousands who can 
hear the best music in no other way. 
Your home would be brighter under 
the charm of the Victrola’s beautiful 
music, and it will be a constant delight 
to every member of your f; 
ilssss.^. 
This helps to prove the truth of what I have always maintained, namely, 
that the best is never too good for the American public. 
H. GODFREY TURNER,1400 BROADWAY, NEW YORK 
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HARMONY LESSONS 
ON APPROVAL 
gEEING is believing, so we want you to see for yourself just how 
thorough, easy and practical these weekly Harmony Lessons by 
Adolph Rosenbecker and Dr. Daniel Protheroe really are. 
Merely fill out the coupon below and mail it to us and we will 
send you on approval, without charge or obligation of any kind what¬ 
ever, a full Three Months’ Term of 12 Weekly Harmony Lessons and 
Examination Papers. You may then examine these lessons at your 
home and see exactly how thorough and comprehensive they are. 
It is only through the correction, criticism and suggestions for 
improvement contained in the weekly examination papers that our 
students are able to appreciate fully the great interest and indi¬ 
vidual attention which we give. It is a delight and surprise to all 
students at the vast amount of benefit which they receive when they 
get their examination papers back from the school. 
The consensus of opinion among the best musicians and teachers 
is, that Harmony is one of the easiest and most practical subjects to 
teach by correspondence. You now have the opportunity to verify 
this opinion for yourself without cost or obligation right in the quiet 
and privacy of your own home or studio. 
These lessons are endorsed by leading teachers throughout the 
country who are taking them and by many eminent musical authorities. 
f( P* C. Lufkin, Dean of The Northwestern University School of Music, says: 
‘ In my recent investigation of your work, I was very much interested in 
your courses you offer, and saw that the work was being done well. Stu¬ 
dents who complete your Harmony Course and pass the examinations 
with satisfactory grades, will be given credit for two years* work in the 
Northwestern University School of Music in that study.” 
(<( Walter Damrosch, Director of The New York Symphony Orchestra, says: 
The lessons are admirably prepared and serve their purpose in every 
particular. I had no idea that such sound knowledge of music could be im¬ 
parted in this novel fashion and I beg to congratulate you and your pupils.” 
f Augusta Knower, of Atchison, Kan., one of our many teacher students, says: 
I wish to express my appreciation of your School. Having been a stu¬ 
dent at the New England Conservatory, and having been in the teaching 
field twenty-five out of my forty-five years, I believe myself capable of 
appreciating the many advantages of your Correspondence Course. 
I find the University Extension Method a most practical one, and I 
consider it a boon to all ambitious music lovers who cannot afford to go 
away from home to study. Both technic and harmony are presented in 
a clear and attractive way. The knowledge that I have gained thus far 
from the course, has greatly aided me in making my work more instructive 
and interesting to pupils.” 
Don’t put this important matter off a single minute. Fill out the 
coupon and mail it to us today and we will send you these 12 lessons 
and examination papers by return mail, postage prepaid. We will also 
send you our valuable illustrated catalog which contains portraits and 
biographies of our faculty and other great musicians. Letters of en¬ 
dorsement from such eminent authorities as Paderewski, Leschetizky, 
Moszkowski, Emil Sauer and others. This catalog also contains a 
brief Dictionary of Musical Terms. The number of these courses 
to be sent on approval is limited, therefore, you should act at once 
before it is too iate to avail yourself of this wonderful privilege. 
Siegel-Myers Correspondence School of Music 
431 SIEGEL-MYERS BLDG., CHICAGO, ILL. 
--COUPON-- 
Siegel-Myers Correspondence School of Music, 
431 Siegel-Myers Bldg., Chicago, Ill. 
Gentlemen: Please send me without cost or obligation of any kind whatever, your 
valuable catalog and a Three Months’ Term of 12 Weekly Lessons and Examination 
Papers of your Harmony Course. N. B.—Not sent to applicants under 18 years of age. 
Name.. - 
Street Address  
Town or City State. 
What musical training have you had?. 
Have you studied Harmony?  
To what extent?. 
Do you leach music? What branch?. 
How long?.Do you wish to prepare to teach?  
Plea so mention THE ETUDE when addressing our advertisers. 
Our War Songs of Fifty Years Ago 
Over fifty years have passed since the 
great Civil War was fought, and now 
that the Blue and Gray have become 
more than ever united, it is interesting 
to recall the old melodies that cheered 
the boys at the front 
During the Civil War, whenever the 
opposing hosts lay encamped near each 
other, Federal and Confederate bands at 
nighttime made a practice of vying with 
each other in tossing back and forth, al¬ 
ternately, their favorite melodies, until, 
finally, at “taps,” Northerners and South¬ 
erners, friend and foe, settled down to a 
joint rendering of Paine’s exquisite air 
of “Home, Sweet Home.” 
The army songs which sprang into 
existence then, although lacking in many 
of the requirements of musical composi¬ 
tion, in spite of adverse criticism en¬ 
joyed a wonderful popularity during that 
period, and have been sung over and 
over again ever since in all English- 
speaking lands. 
It is to be regretted that the names of 
the composers of these famous lyrics, 
although deserving of a better fate, are 
fast passing into oblivion. Scarcely one 
of our readers could name, offhand, the 
man who wrote “Dixie” or “John 
Brown’s Body.” To recall to mind the 
names of the authors of a few of the 
immortal songs is our present purpose. 
“Maryland, My Maryland,” the most 
melodious and inspiring of all the songs 
sung by the followers of the “Lost 
Cause,” was composed by James R. Ran¬ 
dall. 
“Marching Through Georgia,”' which 
will be sung and played as long as the 
Republic survives, was composed by 
Henry Clay Work, born in Middletown, 
Connecticut, 1832, died at Hartford, 
1884. He also composed “Kingdom 
Cornin’,” “Babylon Is Fallen,” “Nico- 
demus the Slave,” “My Grandfather’s 
Clock,” “Lily Dale,” and “Father, Dear 
Father, Come Home With Me Now.” 
Work possessed considerable mechanical 
as well as musical skill, and was the in¬ 
ventor of a knitting machine, a walking 
doll, and a rotary engine. 
"In Dixie’s Land” was composed in 
New York in 1859 by Daniel Emmet, a 
principal member of Bryant’s Min¬ 
strels. 
“John Brown’s Body Lies Moldering 
in the Grave” was written by Charles 
Hall, of Charlestown, Massachusetts. 
Walter Kittredge, born in Merrimack, 
New Hampshire, 1832, was drafted into 
the Federal army in 1862. Before going 
to the front he wrote in a few minutes 
both the words and music of “Tenting 
on the Old Camp Ground.” The song at 
first was refused publication, but later 
on became immensely popular, its sale 
reaching into the hundred thousands. 
It is still in demand. 
“The Bonnie Blue Flag” was written 
in 1862 by Mrs. Annie Chambers Ket- 
chum to an Irish melody composed by 
Henry McCarthy. It was first sung in 
the early sixties at a variety theater in 
New Orleans. 
“Tramp, Tramp, Tramp,” and “Battle 
Cry of Freedom” were composed by 
George F. Root. 
“The Battle Hymn of the Republic,” 
as is well known, was written by Julia 
Ward Howe under the inspiration of a 
visit to the Army of the Potomac while 
lying in winter quarters: 
“I have seen Him in the watchfires of a 
hundred circling camps.” 
“Blue and Gray” was written by F. M. 
Finch; “Bivouac of the Dead,” by Theo¬ 
dore O’Hara; "Sheridan’s Ride,” by T. 
Buchanan Read; “Somebody’s Darling,” 
by C. H. Osborn,_S. F. “The Conquered 
Banner” was composed by Father Ryan; 
“We Are Coming, Father Abraham,” by 
S. J. Adams, and “When Johnny Comes 
Marching Home,” by Patrick S. Gil¬ 
more. 
“Who Will Care for Mother Now?" 
and “When This Cruel War Is Over” 
were written by Charles Carroll Sawyer. 
“A11 Quiet Along the Potomac” was 
composed by Mrs. Ethel Lynne Beers, 
a lineal descendant of John Eliot, apos¬ 
tle to the Indians.—San Francisco Call. 
pleased with the service we have bee 
ally print a Jew words. Will you yiv< 
your needs with similar satisfaction t 
“The Standard Organist” is a work that 
should be in the hands of every organist. 
Each number is a gem.—Edward C. Hall, 
Montana. 
The “Standard Vocalist” Is a wonderful 
collection. Any one of the many songs is 
well worth the price of the album.—W. Campbell, Canada. 
The ‘‘Brilliant Octave Studies” by Sartorio 
are all that I expected of them. I have used 
many of Sartorio s studies in my teaching 
as „ eL,aY s2, meloJioii8 the pupil doesn't 
realize their efficacy, but enjoys the practice 
because they are so pretty.—Mbs. Herbert 
E. Currier, Maine. 
e, every cnapter a gem. It should be 
refuliy read by every earnest teach and 
siudent of the pianoforte. It is the voice 
of those who perform, not theorize. I have 
long wanted just such information as is in 
that book.—Edwin G. Booth, Mass. 
One of the special features* that appeals 
to me In my four years’ dealings with vour 
firm is your promptness In executing orders 
—W. Campbell, Canada. 
„ l /rSm. our Mends who are so 
' f % a pe them we occasion 
, your opportunity of trying to supply 
tnIN “Y?,rloua Difficulties," by I. Philipp 
i?e to ?as.rendered an invaluable sem 
earnest pianoforte students bv select- 
posera^ndi® W01;'cr? Kre,|test pianoforte com- 
flt.iiLondotSEngiand"0nfer toestlmabIe ** 
pup11s as well-SlsIEE 
neeIf worker IVy” younfb^- 
E? s'peirI1 ln,erestlnB and Instructive*—Ruth 
wliatBI Earned*8 o "d*ar10iiiT“structor" ,s Just 
Mm* K* E. Thur^oVnCw6 York?ry mUCh “ 
suppltra ^^onff0?0]? v°R Women’s Voices” 
tSJ&SSSi l.‘fASSS 
r, India. 
I pralse°lttmoPtehlghtvI wherever"here^re 










COMPLETE SCHOOL OF TECHNIC 
For the Pianoforte 
ISIDOR PHILIPP 
Price, $1.50 
„ complete school covering the en¬ 
tire field of technic and every form of 
nassage used in modern piano playing, 
with many entirely original exercises 
for the development of strength, inde¬ 
pendence, flexibility and the cultiva¬ 
tion of velocity, etc. 
A special feature of this work is the 
rhythmic treatment of all the various 
exercises. All the exercises are carried 
through all the keys, and in both hands. 
SPECIAL EXERCISES IN SCALE 
PLAYING 
WILSON G. SMITH 
Op. 55. In Two Booka. Grade 2. 
Each, $1.00 
In the present work It has been the 
ta of the author to present a scheme 
practice whereby the labor of acquir¬ 
ing a good scale and independence of 
the third, fourth and fifth fingers of the 
hands may be lessened and shortened. 
Although scales are not used to the 
great extent in the modern schools of 
pianoforte technic as they were by 
the older teachers of piano playing, yet 
nothing has been devised to take the 
of the scales as a means of train- 
System of Double-Note Finger Training 
ANNA BUSCH FLINT 
Have you made a study of your 
hand, noted the weakness of the fourth 
' fifth fingers and the extraordinary 
.Jopment of the second and third 
fingers? Do you realize the importance 
of developing equally all the Ungers? 
All teachers are aware of the weak- 
ess of the little fingers. The meclian- 
sm of the modern piano requires great 
trength in each individual finger to 
iroduce and hold a tone. Build up the 
luscular strength of these fingers, and 
the mastery of all technical difficulties 
accomplished. 
The ideas embodied in Hand Culture, 
course of double note finger training, 
re based on physiological laws and 
re applicable to the beginner as well 
s to the most advanced student. 
EXTENSION EXERCISES FOR 
SMALL HANDS 
By F. P. ATHERTON. 
extension There have been man; 
exercises published, but th( 
which are especially designed for young 
players or for hands of limited spr" 
For this purpose Mr. Atherton's v just the thing. They may be used 
conjunction with any system of teach¬ 
ing. Their object is solely to develop 
strength, flexibility and gradual 
pansion, chiefly by the means of 
'fined holding notes and finger ” 
This work v cellen 
STUDIES FOR THE EQUAL DE¬ 
VELOPMENT OF THE HANDS 
reparatory to Czerny’s School of Velocity 
Op. 299 
By ERNST HEUSER 
Ten i 
Price, 
—__ o.HHI ... mechanist 
velocity and independence, by a co 
temporary teacher of note. The: 
“— - >f surpassing ineri 
superfluous measure, 
for something. ■' - *-i ume counts i imi Each 
study is developed from a single figure 
In sixteenth notes illustrating some 
special technical problem, all tending 
towards the equal development of the 
hands. The studies are modern in 
harmonic treatment, and are interest- 
mi to play. They are intended ‘ ‘ *' “ 
verney, Op. 120. 
object to a liberal Sheet Music Discount 
THEO. PRESSER CO., Philadelphia, Pa. 
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* 
Questions and Answers 
Helpful Inquiries Answered by a Famous Authority 
Conducted by LOUIS C. ELSON 
Professor of Theory at the New England Conservatory 
Always send your full name and address. Xo questions will be answered trl 
has been neglected. 
Only your initials or a chosen nom de plume will be printed. 
Make your questions short and to the point. Questions regarding particular pieces, metronomic markings, etc., not likely 1 
interest to the greater number of Etude readers, will not be considered. 
Q. Why are there pedals on a harpt 
What do these pedals do f Is their action 
the same as the action of the piano 1—E. I.. 
A. The pedals on a harp are totally dif¬ 
ferent from those of a piano. They serve 
another purpose altogether. There is one 
pedal, however, which is sometimes found 
on the harp which is used " ’ ’ 
is employed - ’ “ 
acred opera and was performed i 
tage iu costume, just a~ . 
together. 
But il 
became a concert performance, and in 
rmany Heinrich Schuetz and others made 
a concert performance in very early days, 
ncs iuuuu rc«;nt days an effort has been made to 
wSSfbV" Mendelssot 
Have Massenet, Saint-Saens, and Alfred 
... au any outstanding characteristics in 
their work that may be epitomized in a few 
words of specific musical meaning so that I 
- ----- .i..c ".mething to help them 
_. . ._ importance of these 
masters in their minds t 
A. It would be rather difficult to give 
especial characteristics to the works of the 
composers —w—— 
ably the 
works in an entirely different way. Every 
sound-box must have a sound-hole in order n»w smimn »«. 
that the air within the box may vibrate Brune___ __ 
freely. Cover these sound-holes —_ 
is dulled and made lifeless. (Try this 
a violin by covering the sound-holes.) The may
soft pedal closes the sound holes and dulls niace /, 
Found! 55“.. 




Face Powder 50c 
At drug smres^orto^moU postpaid ^ 
Sou veraine, of Ingram’s Rouge, also Zodenta tooth Powder. 
FREDERICK F. INGRAM COMPANY 
Ms 
p this pedal 
u mention. Massenet 
' He had the fatal gift of great facil 
' composed an opera about every yea^i 
He knew 
_ pedals change the pitch of 
strings. There is a pedal for each not: 
the scale, a C, D, Ifl, F, G, A and B pc 
The open strings of the harp are alw„.,- 
tuned to a flat note. Thus if no pedal is ity. 
touched the strings sound the scale of C- 
9 wheels awill _ he is a sincere and melodic composer of the 
that each C s 
of the remaining - 
a chromatic instrument. And yon 
" - the system. open educated. 
_„ __the flat of the note. With the roi»»»*— 
:dal half-way down any string gives the in 
itural of the note, and with the pedal the or 
hole way down the string gives the sharp 
; the note. 
sound modern Frem 
Q. What is meant by temperamental play¬ 
ing f May anyone develop it? 
notice" A. No, this is not a sense that 
It is the r 
-_ and passion si 
iypsy, c" - T,~‘~ 
IMeTfost 
Refrigerators 
i / Sold direct from factory to you. Freight 
/ prepaid. 30 days free trial in your home. 
I Easy monthly payments if desired. 
irse temperament aio 
great artist, but ^tlie bio 
....joining great. Hans Von Biilow. 
ample, just escaped being oue of 1 
ccuiaiu a.uci pianists of the world by a lack 
can set the harp ament. Yet his intellectuality 
may preveu 
notches attached to the pedals 
‘that one can set the pedal half-way or 
itirely down and have it remair 
- *-" ttTaT of Rubinstein who excelled hfm 
Chro- the concert platform. 
r <?. Does the great desire of the famous 
als. This has a very wine cornu yue> top composers „j the prcscnt to ally music so 
piece) and the wires cross each other mag- &ioHelu with el;en in t)ie symphony, 
onally. Tbe instrument has the advantage ^/}.^ Qftm /m<? Ur profjranlf indicate a de. 
-xr --nmm oimnio In its mecnamsm terioration ifrom ihg “absolute” music of the 
I require 
of being much 
iery well.^But ’the' pedal harp Is still thi 
Cl*The wheel^whicU* I have described above 
are worked by means of tiny iron rods which 
are run through the front pole of the in¬ 
strument This mechanism makes the harp - ---- 
nuite In expensive instrument. These pedals (Arthur Elson) that he believed 
were tS tovention of Erard, the piano-maker, ever wrote a musical work without havii 
1S10 from which date the concert harp, a definite picture in mind, but I canno: 
or doubie-actUHl pedal-harp, had Its origin. ceive of Brahms having such pict orial 
Q; D> 
classical composers? 
A. This question 
essay for its answer. The trend 
ent is towards “program-music" an 
from the absolute vein of the older 
' 'hard Strauss once told my son, 
for example 
known when the cadenza origin- Mahler was against such a union of word- 
,,„.o it came to be admitted into the ideas with music, but for all that his music 
strictly classio forms?—L. S. I. is so dramatc in effect that there must have 
In the 18th century people made .a been some mental picture here. Daniel Gre- 
, j.-.piay with improvisation in gory Mason has written an essav on this 
iic. There w™ ”~ 
■ee catalog. h.f 
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instrumental 
mure contestants 
best they could, 
was expected to 
vization in one v 
; give: 
rim would elaborate it as 
.t every concert the artist 
low his powers of impro- 
v or another. This crept 
me coum m At a certain point, in the 
coda of the first or third movement either 
or both, the soloist would work out an im¬ 
provisation upon the themes of tne move¬ 
ment After remaining for a long time an 
imnrnvization, it gradually became customary 
tA write out the cadenza. But this was by 
no means always done. Ole Bull very seldom 
wrote out his cadenzas in violin concertos, 
but continued to improvise them in the old- 
fashioned manner. Tbis.was always ajisky 
thing to do. I ca 
the conductor, nc 
itests in subject, entitled The Enjoyment of Music. 
two nr You might also look up Weingartner’s The 
Symphony —— •e Beethoven. 
recall an instance whei 
t having any definite cue ■as to finish the cadenza, 
iu _ orchestra in the midst df 
Ole^Buli’s" improvization. 
Q. Is it possible to perform a triple trill 
on the piano!—B. C. II. 
A. Something of this kind can be done 
by the two hands used with wrist action. 
It would not properly be written as a trill, 
but as two chords in rapid alternation in 
thirty-second notes, but the result would be 
practically a triple trill. 
Q. A violinist recently told me that his 
violin had a “wolf" in it, what is the mean¬ 
ing of this expression?—D. B. 
A. It is a flaw in the instrument. Be¬ 
cause of some malformation in the wood, or 
some fault in the construction, one or more 
notes, played in their proper pos'tions, sound 
off pitch or with a bad quality of tone. 
" ‘ “—' of the mysteries of 
luse has never been 
it its certain remedy. 
Quick Relief for Sufferers from 
BUNIONS 
much | rustics. 
fully detc ,U iv„i works the eadenza^is || __ _ 
theerNeumeanotation, which dates Q. Kindly give an example of ribattuta 
least to the year A. D. 95t). Ana even m an(j me inow yow n {s emp;0yed in 
the. early Cbrtotlan churchjt was c~ary piano^music. .7 heard__a lecturer refer. 
es ro give all kinds of vocal embellish- this ~ recently in connection with a mono 
„„„ upon a single word, which would to- sonata, but could not get his meaning.—H. T. 
day be called a cadenza. A. The ribattuta is the playing of two 
O. Has the oratorio any set form like notes, that are to constitute a. trill, slowlv, 
the symphony or the sonatar Qr in some unequal rhythm, and gradually 
» Vn the form of the oratorio is not a accelerating them until they form a trill. 
„ A1 b„t it ^supposed to be in the old It is an old-fashioned device. — ' — 
. atvlp with much counterpoint and often used by vocalists and it 1 
fumie Tim harmonic style is not emnloved usr- - ——— ' - ' 
in oratorio. Originally it 
but i 
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TO BUYERS 
OF MUSIC 
Teachers and Schools 
ARE ADVISED TO 
Order Early for Next Season 
AND SET DATE FOR DELIVERY 
Results:—Satisfaction and the Best Service 
TO CATER SUCCESSFULLY to the needs and desires of a 
clientage of educators requires peculiar conditions and advantages 
possessed by but few houses. 
THE HOUSE OF THEO. PRESSER has an experience of over 
thirty years as publishers, based on an iptimate knowledge of the 
needs of the profession, the result of actual work. 
Basis:—A large well selected stock of the publications of all houses, American 
and Foreign. A constantly increasing catalog of qriginal publications of 
great educational value which will be found in the studio of almost every 
music teacher. A. force of 200 efficient employees,'drilled and trained for 
our particular business. 
TO WHICH WE ADD:— 
Large Discounts, the same upon “On Sale” as Upon regular orders. ’ 
Liberal Terms and Courteous Treatment. 
Promptness in Filling Orders. 
Accounts Solicited with any responsible professional musician. 
Satisfaction Absolutely Guaranteed. 
Large or small orders receive exactly the same attention. “On Sale" packages 
sent cheerfully, even though regular orders or renewals of Ori Sale" packages are 
sent through the local dealer. 
Headquarters for Everything Needed in the Teacher’s Work 
MUSIC “ON SALE” 
To Teachers, Convents and Schools of Music 
A Year’s Supply of Returnable Teaching Material 
TO MUSIC TEACHERS remote from large music stores, and to all schools 
and colleges, the feature of having selections “On Sale,” a stock of music on 
hand and returnable, is a decided advantage. The old way of ordering from a 
catalog has proven to be unsafe and disappointing, 
INFORMATION TO PATRONS 
Remember, that by giving plenty of good comprehensive information that 
customer will gain much satisfaction by getting just what is wanted. The 
names of a few pieces in ordinary use by the customer is by far the better way 
of describing the kind of music desired. • 
We Ask No Guarantee As To Probable Sale. 
We prefer returns on regular selections to be made but once during the 
year; at the end of the season during June and July. 
Selections can be changed.or added to at any time. ' 
The same large discounts are given as though purchased outright. 
Keep “ON SALE” music in a clean, system a tic manner. Separate the music as 
soon as received into classes; piano easy, medium and difficult; vocal; four hands, 
etc. We will supply manila wrappers for this purpose, free for the asking. 
Expressage or postage charges both ways are borne by the purchaser. 
Settlements are to be made at least once each year, in June or July. 
NOVELTIES—NEW MUSIC “ON SALE” 
We are constantly issuing new, useful and interesting piano, vocal, octavo 
organ and violin compositions, all of which undergo a thorough revision by 
eminent teachers, which makes our editions particularly well adapted for 
instructive purposes. 
In order to give teachers and professionals an opportunity to examine these 
novelties we will send them “On Sale” about twelve pieces (piano or vocal) 
each month front November until May, on the following conditions: 
1. The sheet music will be billed at the large discount given on our own 
publications. 
2. It is necessary to mention which classifications are wanted. On 
Special Order we send about ten octavo selections, four times a 
year, containing any or all the following classes: Sacred, Mixed; 
Secular, Mixed; Men’s Voices; Women’s Voices; also organ or 
Violin selections at longer intervals. 
3. The novelties can be kept with any other “On Sale” music from us and 
all returned together. 
THEO. PRESSER CO., Publishers 
The Quickest Mail Order Music Supply House 
1712 CHESTNUT ST. :: PHILADELPHIA, PA. 
Ole Bull’s Shattered Dream 
Among the many idealists this country 
has sheltered. Ole Bull, the amazing 
Norwegian violinist, stands in a class 
apart. Exiled patriots of other lands have 
come here by the score, and have learned 
to love the soil of America as their own, 
but few patriots have come here in volun¬ 
tary exile. Bull not only loved his own 
country, but he was. beloved by his own 
countrymen. The strange songs: of the 
North were as the breath of life to him, 
and in his eyes shone the clear cold gleam 
of the Northern 'lights. ■ Nevertheless, 
America seemed to hold an extraordinary 
fascination for him, possibly because his 
immense body craved the sense of free¬ 
dom which the untamed mountains and 
the broad prairies of America alone can 
give. 
BULL’S NOBLE IDEAL. 
His extraordinary attempt to found a 
colony in Pennsylvania sounds like a 
dream. Early in the fifties he bought 
125,000 acres of land in Potter County on 
the Susquehanna, on which, in his own 
words, “to found a New Norway, con¬ 
secrated to liberty, baptized with inde¬ 
pendence, and protected by the Union’s 
mighty flag.” His object was to find a 
place for fellow countrymen of his who 
dwelt in the south, undergoing much hard¬ 
ship and suffering intensely from the un¬ 
congenial climate—uncongenial that is, to 
the hardy sons of ice and snow. About 
three hundred houses were built, together 
with a country inn, a store and a church, 
and hither the Norwegians flocked in 
hundreds. Ole Bull gave concerts with 
overwhelming success, the proceeds of 
which were all turned over to the experi¬ 
mental colony. Philadelphia subscribed 
two millions to the Sunbury and Erie 
Road; New York gave another two 
millions to a branch of the Erie and New 
Y’ork road from Elmira to Oleana, the 
northern line of the colony. His plans 
were gigantic. 
Shortly after founding the colony he 
went on tour, visiting California by 
way of Panama. Here he contracted 
yellow fever, and while still prostrated 
with sickness he learnt that the title to 
the land he had bought in Pennsylvania 
was fraudulent. He hurried back to 
Philadelphia only to find that the agent 
to whom he had entrusted his affairs had 
deliberately duped him. The agent per¬ 
suaded Bull to go home with him and 
discuss the situation over the dinner table. 
Seated at the table Ole Bull felt a sudden 
aversion to food though he was faint 
from the lack of it and from fatigue. 
Driven into a corner by the excited violin¬ 
ist, the agent defiantly confessed having 
cheated him, saying “I have your money, 
now do your worst!” Some years later 
the agent confessed on his deathbed that 
he had put poison in the food he bad 
offered to Ole Bull. The real owner of 
the land was a Quaker gentleman who had 
done his utmost to apprise Ole Bull of 
the real state of affairs, but in vain, 
owing to the machinations of the per¬ 
fidious agent.' The Quaker was much 
interested in the experiment, and offered 
the land to Bull at a considerably reduced 
price, but Bull was not able to do more 
than purchase the land on which the 
houses stood, and was compelled to 
abandon his dream-colony. 
The Interpretive Power of the Accompaniment 
BY MARIEjM. BENEDICT 
Comment on certain effects in accom¬ 
paniment, which are essential to artistic 
ensemble in choir work, may seem a 
thing unnecessary. But, if he who runs 
may read, there are yet a few organists 
treading our planet, to whose mental re¬ 
cesses the idea of perfection of style and 
interpretation in rendition of accompani¬ 
ments seems not to have really pene¬ 
trated. Yet the realization of this ideal 
is vitally essential to beauty of effect, to 
any true interpretation of the thought 
of the composer, as embodied in anthem, 
quartet, or solo. 
We shall all agree that the accompani¬ 
ment is the background of any vocal 
number, quite as truly as are the effects 
in color and mood, the background -of a 
picture. It is, in its true estate, that 
subtly interpretive tonal medium, against 
which the beauty of the different vocal 
parts stand out in dear relief as the beauty 
of the single figure, or as a group of 
figures stands out against the background 
of a picture. It is that which heightens a 
thousandfold the charm of melody, which 
ineffably illumines and intensifies the 
music’s message, by the subtle sugges¬ 
tiveness of its harmonic undertone, or of 
its thematic counter comment. It is the 
instrumental comment upon the thought 
of the vocal score, and if it lacks sympa¬ 
thetic expression, the full significance of 
the whole will remain a thing unrealized. 
To go through the organ part, with 
fair accuracy as to notes, well with the 
choir in tempo, is not to fulfill the pur¬ 
pose of the accompaniment. It must be 
studied as though it were a solo. The 
relation of .every phrase, to the meaning 
of the whole, must be carefully consid¬ 
ered. The significance of its periods o 
brief solo, and of its reiterative phrase: 
The deep suggestiveness of its harmoni 
changes. The vividly illuminating powe 
of its counter-themes, all must be mad 
one’s own; all must be deeply felt b 
the accompanist, if they are to be. in th 
slightest degree, perceived by the audi 
ence; if the listeners are to get even 
suggestion of the beauty of its intei 
pretive comment upon the subject of th 
anthem. 
Not only in anthem, trio or duet ma 
the accompaniment be rich in sugges 
tive meaning. In the music of the sirr 
plest hymn, the organ may literally trans 
figure every stanza. In announcement o 
the hymn and in its rendition with th 
choir, faith and vision, aspiration and er 
deavor, spiritual peace and spirits 
»re\maJ be made real *ctua 
through the eloquence of the organ, un 
hlt0UCh °f one w,1° knows how t 
make the subordinate part take its vita 
snare ,n expression of the meaning o 
composer and of author. 
W hy should a modern composer hi 
tate to employ the far greater ’resour 
paced at his command? Why resti 
himself to antiquated simplicity, wl 
both instruments and voices are able 
interpret the most abstruse concept!. 
J h perfect accuracy? And vet I woi 
advise a composer rather to be comm, 
Place than far-fetched in his ideas, 




Directory of Summer Schoob 
EASTERN AND SOUTHERN 
normal course 
AND PRIVATE LESSONS 
in the beautiful TIROLEAN ALPS near Italy and 
Switzerland duringjuly andpart 
VICTOR HEINZE of Berlin 
LESCHETIZKY’S ■ 
EDWIN HUGHES 
Offers a. S“TtT‘arnd°Telther8 in dvanced 1 
Address : “Schweigerstr. 2, Munich, Germany 
CHARLES VEON, Pianist. 
STEREOPTICON LECTURE RECITALS 
“MOZART AND HIS MUSIC” 
OTrt'7deHve7rth'rVminme 
X'anc'ed’nudms. * Tems^reas^nable. Address 
care of State Normal School, California, Pa. 
Shepard Summer School, OR£NjGE’ 
ZECKWER’S Philadelphia 
Musical Academy 
Special Summer Session 
June 22 to July 25—S Weeks 
1617 Spruce St., Philadelphia, Pa. 
Hugh A. flarlcfl.Mus. Doc. 
LESSONS BY MAIL 
In Harmony, Counterpoint 
and Composition 
4632 CHESTER AVE., PHILADELPHIA, PA. 
GUIDO FERRARI 
VOICE CULTURE SPECIALIST 
fteenth successful season. Special Sum- 
Ho w to Conduct a Music School 
xCi There is room in every city for a successful music school of 
the Faelten type. The 
1914 SUMMER SCHOOL 
will include illustrated lessons in technique, interpretation, repertory, 
method, class-instruction, etc. Write today for special circular. 
Faelten Pianoforte School, Boston, Mass. 
COURTRIGHT SYSTEM OF MUSICAL KINDERGARTEN 
before ^hc^musica^wodd^'^rerchea^piANo'^rom^the ^stan^SIGHT^READING,6TRANS¬ 
POSING, RHYTHM and EAR TRAINING. 
NORMAL COURSE BY CORRESPONDENCE 
Valparaiso University 
The University School of Music offers courses in Piano,Voice Violin, Organ, Theory andl1*001 M"S1C’ Students may attend ^ Music Sdioo^n a^^ta^yregia^wor 
•t;nn coo 00 ner auarter of twelve weeks. Board with Furnished Room, 31-80 to 33-00 per week, 
lofwil’l be Waited free Addrels Henry B. Brown, President, or Oliver P. Kinney, Vice Pres,dent. 




HAROLD RANDOLPH, Director 
Recognized as the leading endowed 
musical conservatory of the country 
SUMMER SESSION 
July 1st to Aug. 12th 
Staff of eminent European and 
American Masters including: 
George F. Boyle 
&e^“on jlc’r'van^ulsteyn 
Henrietta* Hcdthaus IrederilkD. Weaver 
Tuition $10 to $30 according to study 
Circulars mailed 
Arrangements for classes now being made 
Address, FREDERICK R. HUBER, Manager 
A NEW AND WELL-PAID PROFESSION 
Is Open To Women Who Study 
THE FLETCHER MUSIC METHOD 
The Summer School for Teachers Brook?ine"Bos't1o3^) Imms. 
The demand for this Method is steadily increasing. Last Summers 
School was the largest since the Method was introduced into this 
country, fifteen years ago. 
Dr. Lyman Abbott says: “Mrs. Copp teaches children to think and to express 
themselves in terms of, music. She converts it from a blind, mechanical copying, into 
rvitnl .elf exoression. It seems to me more than a method, it is a revolution,-and con¬ 
verts musical education from a mere drill and drudgery into an msP^°ada“d a 
Harvey Worthington Loomis says: How any music teacher could ever allow 
" Auoils to struggle on in the old stultifying grind, after seeing your ingenious in¬ 
vention Hs beyond my comprehension. You are indeed the Froebel of music, and the 
importance of your educational work cannot be over-estimated. 
In spite of the many cheap copies of this system it stands unique 
in its aim and its accomplishments. For full particulars apply to 





Lessons. Opportunity for sea-bathing, excursions, etc. 
611 PIERCE BLDG., COPLEY SQ. 
BOSTON 
PIANO TUNING 
Regulating and Repairing 
A Complete Course of Self-instruction 
for the Professional or Amateur 
By J. CREE FISCHER 
PRICE $1.75 
instruction, corrcspon^ence cou _ i 
It will also be a valiwblc ** 
Sune from teaching by k< 
I wfim odcqqFR GO Philadelphia, Pa. 
Southern University of Music 
Gerard-Thiers, Kurt Mueller, Directors 
353 Peachtree Street, Atlanta, Georgia 




114 N. 13th St., Philadelphia, Pa. 
Music Engravers and Printers 
Estimates promptly furnished to composers ana 
publishers on Sheet Music, Music Books, Band, 
Orchestra and Octavo Music, etc. HIGH GRADE 




Summer Session, June 30th. 
Fall Session, September 15th 
Special Courses for Music Teachers and 
advanced students. Location, foothills 
Blue Ridge Mountains, delightful climate, 
summer and winter. Many attractions. 
Beautiful illustrated catalogue on request. 
AUUKL33 
BRENAU, Box 97, Gainesville, Ga. 
SUMMER COURSES 
in the 
ART OF TEACHING 
PIANO, VIOLIN, THEORY 
FOR PROGRESSIVE TEACHERS 
MR. and MRS. CROSBY ADAMS Announce the. 
Eleventh Annual Teachers’ Classes 
for Teachers of Piano for Ihe Sludy of Teaching Materia 
’or booklet containing ou 
Shenandoah 
Collegiate Institute 
— and School of Music ■ 
A School with Ideals—and means to attain them. 
Atlanta Conservatory of Music 
Faculty of Artist-Recitalists. All departments 
complete. School Orchestra and Chorus. Public 
School Music. Oratory. Languages. 
SUMMER SESSION BEGINS JUNE 8th, 1914 
Atlanta Conservatory of Music 
Peachtree and Broad Streets, - Atlanta, Georgia 
BUSH TEMPLE 
Annual Five Weeks Summer Normal 
ISABEL HUTCHESON, Director 
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Directory of Summer Schools 
^ NEW YORK 
Repertoire Coaching 
Helpful Technic 
towards successful concert work for ad¬ 
vanced piano players. Special sum¬ 
mer course for progressive piano 
teachers, adapted to their needs and 
aims. Certificates. Former pupils “En¬ 
thusiastic” and “Grateful.” Information. 
GUSTAV L. BECKER 
Steinway Hall New York City 
Granberry Piano School 
SUMMER INSTRUCTION 
Teachers’ Training Courses 
FAELTEN SYSTEM. BOOKLET 
CARNEGIE HALL - - NEW YORK 
INTFRNATIONAI musical and edu- 11N 1 CIGNA 11UPIAL CATIONAL AGENCY 
MRS. BABCOCK 
QFFERS Teaching Positions, Col- 
leges. Conservatories. Schools. 
CARNEGIE HALL, NEW YORK 
Music Course in New York 
June 29 th to August 8th 
The von Ende School of ^'lusic 
A School of Acknowledged Prestige 
The Summer Faculty Includes 
.^"siiTn?to8SiSsm°ndmStSo;o0TfOSH’Pia“i,t0f H°Ullnd: Elise Conrad, First 
idman, pupil ofekuTcheU8onriJiev?nne, 
m, for eight years pupil and teacher and'brilliant8pianUtt;eJeanne ' 
under Leschetitky in Vienna; Beatrice McCue, the Am< 
ful sinjgmg teacher; Albert Ross Parsons, the dean of American pianoforte instruc- 
Writer /nd'teacher^of^iuioforte technic^an^^eJfgog^^” Eade^I^uia^Stdlman] 
IT The Free Opportunities include— 
Class in Elementary Harmony 
Class in Advanced Harmony 
Class in History of Music 
Supplementary Class in Literature 
A Series of Historical Recitals 
Weekly Concerts, Lectures, Etc. 
T Accommodations at the Young Ladies’ Dormitory reserved 
in the order received 
For Catalogue and Information write The Secretary 
THE von ENDE SCHOOL OF MUSIC 





Normal Correspondence Course 
In Modern Ideas of Touch, Technic, 
Pedal, Metronome, Hand Culture, 
and How to Teach Them , :: ;• 
W. P. SCHILLING 
131 West 23rd Street, New York 
Vocal teacher and author of: 
Upper Tenor, Upper Soprano Tones; 
Breathing; and many other pub¬ 
lications on vocal culture. 
SUMMER COURSE IN SINGING 
MRS. C. HOWARD ROYALL 
VOICE PLACING DICTION BREATHING 
INTERPRETATION REPERTORY 
LANGUAGES, DRAMATIC ACTION AND 
ACCOMPANYING 
30 E. 57th Street, New York, N. Y. 
BRUNO HUHN 
231 W. 96, NEW YORK 
Style, Diction, Repertoire, etc. 
to Vocalists 
WILL TEACH DURING THE SUMMER 
NEW YORK SCHOOL OF MUSIC AND ARTS « 56-58 WEST 97th ST., NEW YORK CITY 
RALFE LEECH STERNER - - Director 
THE CONGRESS OF AMERICAN MUSICIANS 
AND STUDENTS 
will be held at this school beginning June 1-15, July 6-15 and August 
1; special six and ten weeks’ courses, starting on these dates. Be¬ 
sides the regular lessons there will be daily lectures on all subjects 
and concerts by artists, students and teachers. Dormitories in 
school buildings. Delightfully situated between Central Park and 
the Hudson River. No charge for teacher’s certificates and diplo¬ 
mas. Send, for booklet and other printed matter. Also terms 
including tuition, board, practicing, etc. 
STUDY HARMONY 
and COMPOSITION 
by MAIL vllh Dr. Woo.er, 
^^"woOLER^Mui. Doc. 
322 W. Utica SI., Buffalo, N.Y. 
Burrowes Course °studyc 
Kindergarten and Primary—Correspondence or 
Personal Instruction 
Happy Pupil.—Satisfied Parents—Prosperous Teachers. Classes are doubled by use of this method 
KATHARINE BURROWES 
D. 502 CARNEGIE HALL, NEW YORK CITY, or 
Dept. D. 246 HIGHLAND AVE., HIGHLAND PARK, DETROIT, MICH. 
HOME STUDY 
PUBLIC SCHOOL MUSIC 
as used in the Public Schools of 
NewYork City. Eight years work. 
Harmony and other subjects. 
E. F. MARK^ 2 West 121*t St., NEW YORK 
ROOT’S 
TECHNIC AND 
ART OF SINGING 
By FREDERIC W. ROOT 
I. Methodical Sight-Singing. Op. 21 
Part 1. The Beginning.55 
Part 2. Through the Keys. .05 
Part 3. ProgressiveMusicianship. ..50 
II. Introductory Lessons in 
Voice Culture. Op. 22 - $1.00 
III. Thirty-two Short Song Studies 
For high compass. Op. 24.50 
For medium compass. Op. 26.50 
I> or lower compass. Op. 26.50 
IV. Scales and Various Exercises 
for the Voice. Op. 27 - 60c 
V. Twelve Analytical Studies. 
Op. 20 - . . $1.00 
VI. Sixty-eight Exercises in the 
Synthetic Method. Op. 28 75c 
(The General Principle of Vocalization.) 
VII. Guide for the Male Voice. 
Op. 23. $1.00 
VIII. Studies in Florid Song, $1.00 
-SPECIAL OFFER- 
publish** K for Introductory purnnsc 
“lea ‘be order, for Ss.To?* 
THEO. PRESSER CO. 
PHILADELPHIA, PA. 
The American Institute 
of Applied Music 
JOHN B. CALVERT, D.D., Pres (The Metropolitan College of Musi 
212 West 59th St., New York City- 
Special Summer Session, June 22nd to July 31st 
Unusual advantages for teachers 
29th Season Begins September 30th 
Send for circulars and catalogue. KATE S. CHITTENDEN, Dean. 
the new virgii 
PRACTICE clavief 
VIRGIL SCHOOL OF MUSIC 
Five Weeks’ Summer Session Begins Satur^,'JUnf 271 
For catalogue and prospectus address: 
A. K. VIRGIL, 




Directory of Summer Schools 
NEW YORK 
Some of America’s 
Most Prominent Singers 
are studying the new modern 
method of voice culture at the 
N.Y. School of Music and Arts 
56-58 West 97th Street 
With RALFE LEECH STERNER, Director 
Voice Building, Coaching, Concert, 
Oratorios, Opera and Repertoire 
A free voice trial illustrating his natural method 
of tone production \yill convince^the most skeptical 
Free Recital Every Thursday at 
Lectures on Breathing .Anatomy of theVoice a Lectures «/ .» 11 _3Q A. M. 
Also List of promine 
THE HAGGERTY-SNELL’S SUMMER 
SCHOOL OF VOCAL and PIANO MUSIC 
pl6th-A^nSM|Ha^Si 
S75Clforn the'course.8 Best hoard, secured for 
College of Fine Arts — 
Syracuse University 
[excelled advantages (or the study of music. Faci 
20 specialists. Regular four-year course leads to 
gree of Mus.B. Special certificate courses^Spc 
, address. Regist 
Learn Harmony and Composition 
THE VIRGIL 
PIANO SCHOOL CO., 
42 WEST 76th ST., NEW VORK 
Manufacturers of 
The “Tek” 
The Bergman Clavier 
The Bergman 2 and 4 Octave 
instruments for travelers 
The Bergman Technic Table 
(Raised Keys) 
The Bergman Child’s Pedal 
MASTERFUL ADVANTAGES AFFORDED EXPLANATORY CATALOG 
JUNE 24th to JULY 30th 1914 
VIRGIL PIANO CONSERVATORY 
Special Summer Courses (Virgil Method) 
Foundational, Intermediate, Advanced Technic, Pedalling, Interpretation, Recitals 
FOR INFORMATION WRITE 
MRS. A. M. VIRGIL, Director 42 West 76th Street, NEW YORK 
THE HELENE MAIGILLE 
AMERICAN SCHOOL OF BEL CANTO 
(SCIENCE OF VOCAL ART) 
Tone Placing—Diction—Style—Repertoire 
A Summer Session pre-smlnently for Teachers and Students not in New York during the regular season 
The Summer Session of Seven Weeks begins on Monday, June 15th, 
continuing to Saturday, Aug. 8th, 1914 
DURING the session tone productic 
English, French, German and g 
repertoire avail little to the aspiring singer, ana 
will b< 
d the fc 
^lt^erfect tone production 
iuneven very happy and profitable weeks in study at 
E. HELENE MAIGILLE AMERICAN SCHOOL OF BEL CANTO” 
New York, N. Y. Address Secretary for ‘‘Illustrated 
ALBERT ROSS PARSONS 
Crane Normal Institute of Music 
SUPERVISORS OF MUSIC—Both Sexes 
POTSDAM, N. Y. 
§Jl§§pi§§t Institute of Musical Art 
SS(=i=l 
MR. R. G. WEIGESTERi=TJitK! 
SUMMER SCHOOL OF VOCAL MUSIC 
- - ■ N. Y., July 6 to Aug. 29 (8 weeks) 
Weeks Courses 
■ M For Teachers and 
Advanced Students 
WITH OR WITHOUT BOARD 
Piano, Voice, Organ, Violin, Public School 
Music, Normal Methods, Locke’s Primary 
Plan, etc. Certificates. Catalog. Teachers 
educated in Europe. 






Containing 26 Selections 
ANTHEM REPERTOIRE 
Containing 23 Selections 
ANTHEM WORSHIP 
Containing 20 Selections 
ANTHEM DEVOTION 
Containing 17 Selections 
NEW ANTHEM COLLECTION 
ANTHEMS OF PRAYER 
AND PRAISE 
For Quartet or Chorus Choirs, Specially 
Adapted for Volunteer Choirs, 
THEODORE PRESSER CO. 
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WESTERN 
Bernhardt Bronson 
Teacher of Singing 
Mr. Bronson will conduct a special _ 
Summer Course for teachers from 
July 6th to August 10th, 1914 
Planned with especial regard for 
instruction in the training of the 
tongue and jaw. 
Write for detailed information. 




Melody Building and 
Teaching System 
may be studied personally with 
Effa Ellis Perfield, the origina- 
in the following cities between 
and July 15—;Los Angeles, San 
Diego, San Francisco, Honolulu, 
Portland, Tacoma, Seattle, Spokane, 
Ogden, Salt Lake, Denver, St. Louis 
and Chicago. For exact dates, write 
EFFA ELLIS PERFIELD 
205 Boston Store Bldg., Omaha, Neb. 
Vocal Summer 
Institute 
FOR VOCAL STUDENTS, 
PROFESSIONAL 
SINGERS and TEACHERS 
Alexander Henneman 
Henneman Hall, 3723 Olive St., St. Louis, Mo. 
SAINT LOUIS, MO. 
Kroeger.School of Music 
E. R. KROEGER, Director 
Summer Term, 
June 1st to July 20th 





Stockhoff, Plano. Nordstrom Carter,Voice. 
" ' ‘ Junior Colleges, Prep, and College of M School in Music Opens June 
ssion. Sept. 16. Bible, Gym. Expres 
UNIVERSITY 
Hughey Color Music 
FOR ALL-ROUND CHILD CULTURE 
Summer Class—August 
FOR TEACHERS 
NORTHWESTERN OHIO SCHOOL 
PIANO TUNING 
Practical and Artistic i 
L Beginners Makes You a Specialist 
i Theory and Application 
Presentmg a new world in music alike to beginners and advanced pupils. “Progress’’ 
the 20th century slogan along every line of human endeavor and interest has 
never been more thoroughly and practically exemplified in educational lines than in 
the Dunning System of Music Study for Beginners. 
Burdened teachers are realizing this more each year, also that there is a demand for experts along this 
pronou£eCU the for’beg’n“°’ Ga(dsk!’ 06 Pac^ann, and many °therbs w|° 
NeS* YorkhCitieW Y°rk’ Sep,ember Address for book In^ Mrt 'cnreTou he’ DunoingfuNSto’wdiHlft!,' 
Mrs. Zay Rector Bevitt, Pacific Coast Representative of Mrs. Dunning, will conduct normal training 
ddiglnful" beachesS affords oppormnijy ^^caclftus'Kf^ombme^studv^ witirVecrea^joif ^at £“”7 “ Address Mrs. Zay Rector Bevitt, 3914 Third St., San Diego, Cal. ' 
Miss Mary C. Armstrong, who has scored phenomenal suc< 
a normal training class’for ter‘ * •" «»aC!ier a( 
Dunning conducts the class. 1 eville, N. C., on July 28th -under mstrong. The Propylae 





Special One-Year Course 
Teach music in the public 
schools. The pay is good 
, ,. , . , and the work pleasant. We 
are the oldest school in the country offering a complete and thorough 
course in public school music that may be finished in one year. We 
also teach Drawing, Domestic Science, Domestic Art, Physical Train¬ 
ing, Manual Training. Strong faculty, beautiful location, unsurpassed 
equipment. Catalogue sent free. For detailed information address 
-THi—SKCRF.TARY, 3029 West Grand Boulevard, DETROIT, MICH. 
IV. J. COREY 
Pianist, Organist and Musical Lecturer 
Novel, Varied and Beautifully Illua ited Lect 
sities. Colleges, Lycei 
HacDowell,” Mr. Cor 
38 WOODWARD TERRACE, Detroit, Mich. 
ORY of MUSIC: 
CLARA BAUR, Foundress 
Faculiy of International Reputation 
All Departments Open Throughout the Summer 
Elocution—M U SIC—Languages 
Also Special Summer Course in 
PUBLIC SCHOOL MUSIC 
Location and surroundings ideal for Summer study 
MISS BERTHA BAUR, Directress, Highland Avenue and Oak St., Cincinnati, 0. 
TiiESxcEmolaiMum^roifpiImoMAmwTiMiiiDlwapiiwiKKSiv^ coihsesT 
12-« MINNEAPOLIS SCHOOL OF MUSIC 
Eigbib si., s. ORATORY AND DRAMATIC ART 
tiie RcoooMizrcit lev him; institution of the nortiiwfut 
FAELCLA TEM1 0RI>FN8S,<TrpFS»fW °FENS ^E16 
. . VLL .TtKM Wl fcN8 TUESDAY, SEPTEMBER - 
For Inexperienced Teachers of the Piano 
SPECIAL SUMMER TERM—July 6th to August 7th 
Ten lessons Each lesson representing one grade. How and what to teach from rudiment, 
to advanced work. Private lessons only. Daily lessons will be given if tim™ is limited 
MAY E. PORTER :: 183 AVERY AVENUE :: DETROIT M CH 
TESTIMONIAL FROM DR. WILLIAM MASON ’ M1CH' 
Beethoven Conservatory send f„r ha^^c^ 
One of the oldest and best Music Schools in the United States N W Cor TrR|°S •E~-ST?IN- 
, Special Low Rates 
B.F. Clark Teachers Agency 
Spokane, Wash.—Chamber of Commerce Blda 
THE AGENCY WITH THE'SHORT UNDERSTANDABLE CONTRACT 25th YEAR 
;s for Beginners 
psteuT6 ‘°the 
Hir 3 Sts., St, Louis, Mo. 
MUSIC EDUCATION 
CALVIN BRAINERD CADY 
(Lecturer in Music, Teachers' College, 
Columbia University, New Yorf)! 
15 Claremont Ave., N. Y. 
SUMMER NORMAL 
1914 
Portland, Oregon June 24—July 29 
Los Angeles, Calif. Aug. 3—Aug. 29 
ouncements on Application 
Your Music Is Torn! 
It will Take One Minute to 
Repair it by Using 
MuItum-in-Parvo Binding Tape 
Transparent Adhesive Mending Tissue 
Theo. Presser Co., Philadelphia, Pa. 
MuItum-in-Parvo Binder Co. 
| Music Typography in all its Branch® 
.and tune book plates 
frfg Dudley T. Limeric 
-GOSPEL SONG PLATES - 
JNo. io 8. Ricks Street, phUadetphi; 
1 ( Market above Fifteenth 1 
le mention THE ETUDE when addressing our advertisers. 
GOLD AND SILVER 
medals 
This medal made of gold i 
of substantial weight lriBr,v 
net, postpaid, 25.00. The sa 
net, postpaid, 23.00. 
Theo. Presser Co., Philad 
THE ETUDE 
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CHICAGO 
COSMOPOLITAN SCHOOL OF 
MUSIC AND DRAMATIC ART 
MRS. W. S. BRACKEN, President 
SUMMER TERM 
June 29 to August 1 
PIANO, VOICE, VIOLIN, DRAMATIC ART 
Special’terms. :: Correspondence invited 
Address the Registrar for Catalogue 
Box 44, Auditorium Building - Chicago, Ill. 
HAROLD HENRY 
Concert Pianist 
announces that he will teach until 
August 1, 1914 
For terms and appointments address: 
HAROLD HENRY, 426 Fine Arts Bldg., Chicago 
Well-known Fables 
Set to Music 
VOCAL OR INSTRUMENTAL 
Verses by Jessica Moore 
Music by Geo. L. Spaulding 
Mr. Spaulding’s work it o well known 
But r ' 
play the t 
__ _ kind. 
pieces which _ 
__„ _, ece taking its title 
__of zEsop's Fables, each fable hav¬ 
ing been versified and set to an appropriate 
—* melody. The pieces all lie 
early second grade, and dis- 
,,.„j ..... _; freshness of melody and 
attractive musical qualities as are to be 
found in the composer’s well-known Tunes 
’ Rhymes for the Playroom,” and other 
_:s. This volume is gotten up in hand¬ 
some form, very clearly engraved and uni¬ 
form in general make-up with the other 
popular volumes by this writer. 
THEODORE PRESSER CO. 
712 Chestnut St. Philadelphia, Pi 
A Day in Flowerdom 
produced by any number of children. 
THEO. PRESSER CO., Philadelphia.Pa. 
BUSH TEMPLE CONSERVATORY 
N. Clark St. & Chicago Ave., Chicago : : Kenneth M. Bradley, President 
SUMMER SESSION 
Beginning June 22 
Special Courses in 
Expression MITQIf1 Languages 
Dramatic Art iuUulL Public School Music 
ne. Julie Rive’-King 
y Herbert Woodard 
ss Grace Stewart Pott. 
ne. Justine Wegener 
FES 
Students wishing priva 
CHARLES W. CLARK 
lessons with any of the above named Artists, should niak 
..... BUSH TEMPLE CONSERVATORY IS THE ONLY CONSERVATORY IN CHICAGO 
WHICH HAS ITS OWN DORMITORY. Reservation of rooms must be made in advance 
For Catalog and special literature address:— Edward H. Schwenker, Secretary 
Caruthers School of Piano 
A Summer School of Methods for Piano Teachers 
JUNE 29 to JULY ’31, 1914 
Lectures given by Julia Lois Caruthers, Director 
Classes in Technic, Ear Training and Harmony, and Children’s Dem¬ 
onstration Classes .given by Elizabeth Waldo McCrea. 
Classes in the Teaching Material of Piano Literature given by Meda 
Zarbell. These Classes include t e c h n i c a 1 and interpretative 
analysis of the compositions played. . . 
Weekly Recitals and Lectures given by the Faculty and assisting 
artists. For booklet giving full information address Secretary 
724 FINE ARTS BUILDING ; ; ; ; CHICAGO 
Northwestern University 
Summer School of Music June 22 to Aug.l, 1914 
IN addition to expert private teaching 
1 in Piano, Organ, Violin or Voice the 
mmm 
ssrystrtia -A£ 
Secretary, School of Music :: EVANSTON, ILL. 
Frederic W. Root 
NORMAL WORK 
Teachers of Singing 
On Alternate Days, July 6—27 
Mr. Root’s Normal Course is 
designed to supply the more 
comprehensive grasp of voice 
teaching which saves from 
haphazard, experimental, 
false or one-sided treatment. 
Send for Circular 






Progressive, Scientific and Practical 
Methods 
RESULTS POSITIVE 
SEND FOR ART BOOKLET No. 8 
ANNA PARKER-SHUTTS, Secretary 




Summer Normal Course in Piano 
6 weeks, June 29 thru Aug. 7, under the 
direction of Edgar A. Brazelton. 
Special Dramatic Course 
undef Elias Day, beginning July 6 for 4 
weeks and August 3 for four weeks. 
SUMMER NORMAL 
SPECIAL COURSE 
“HOW TO TEACH MU^IC: from Rudiments 
AMERICAN CONSERVATORY 
304 S. WABASH AVENUE CHICAGO, ILLINOIS 
Offers modem courses in all departments of Music and! Dramatic Art. Superior 
faculty of seventy-five! 'Diplomas and Degrees. Many ^advantages. 
SUMMER NORMAL SESSION 
Of five weeks, from June 29th to Aug. 1st 1914 ^^^SL^SeTsom cTtabg 
educators arranged for the special needs of teachers. T FD T Preside?it 
and Summer Session prospectus mailed free. JOHNJ. 
The Mary Wood Chase School of Musical Arts 
MARY WOOD CHASE, Director 
THE COLUMBIA SCHOOL OF MUSIC 
CLARE OSBORNE REED, Director 
Announces SUMMER SESSION—ALL DEPARTMENTS—SPECIAL ADVANTAGES 
Beginning Monday, June 22nd 
PIANO-VOICE—VIOLIN-THEORY—PUBLIC SCHOOL MUSIC 
For Catalog and Special Anr i. HALL, 509 WABASH AVE„ CHICAGO 
Please mention THE ETUDE when addressing our advertisers. 
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MUSIC SUITABLE FOR THE REED ORGAN 
Partial List of Our Publications Suitable for the Reed Organ. Send for Complete List. 
.-wSl * 
is: 
6499 Kern,1 a W.' ' Op.' ISfb No.' 4.' ' Re<i Roses, 2 
7276 KeSU0. W. * ' Op'.' 77,' No.' 2.' ' Under’ the 2 
1664 Kirchner, F?itz.nCCOp'.' 76,' No.'' 3. " Little 2 *’’ 
■ 
is I S 
m this page sent “On Sale” at our usual liberal Sheet Music Discount 
A SELECTED LIST OF PIPE ORGAN PIECES 
EASY AND MEDIUM 











Dana’s Musical Institute 
WARREN, OHIO 
Send for 
PORTY-SIXTH year. All instru- 
A # ments and voice taught. Lessons 
daily and private. Fine dormitories 
for pupils. Buildings for practice 
(new). Pure water, beautiful city and 
healthy. Not a death in forty-six 
years. Superior faculty. Every state 
and country in North America patro¬ 
nizes the school. Fine recital hall 
with an orchestral concert and soloists 
every Wednesday night. Incorpor¬ 
ated and confers through state author¬ 
ity the degrees of Associate, Fellow, 
Master and Doctor. 
ENSEMBLE CLASSES DAILY 
Chorus 10 A. M. Military Band 1 P. M. 
Orchestra 5 P. M. in Dana Hall 
PUPILS MAY ENTER AT ANY TIME 
catalogue, blue book, and historical sketch to IFM. H. DANA, R.A.M., President 
Fall Term begins Monday, September 14th, 1914 
By JAMES FRANCIS COOKE 
T”L"Laibli,1,ed SU"e8S tbfse pVb!ications is d«e to their clearness, their value in 
1. stimulating new interest and to their practicability resulting from the author’s wide 
experience in the teaching field and long association with our foremost musical thinkers. 
Recently Published 
GREAT PIANISTS ON PIANO PLAYING 
. . , Price $1.50 
A ser.es of persona conferences with our most distinguished virtuosos 
■ £xhid\? it's t? Si±ij„r.r,s£" "i 
MASTERING THE SCALES & ARPEGGIOS 
. , Price $1.25 
A complete daily practice manual from the first steps to 
the highest attainment. 
system Contain! °U‘ abundant explanations. May be used with any 
Wilhelm Bachaus, Ossip GabrilowiUch Emil P 
of teachers who have made it Kat.l’ar‘']e Goodson and hundreds 
THE STANDARD HISTORY OF MUSIC 
Price $1.25 
A First History for Students at All Ages 
iIIustrated!°Telf-proCnounchrdHaaddabl! "u? j f°,r,ty "st,ory-lesaons” Abundantly 
use in hundreds ofSt l' Hand,s°™Iybound. Up-to-date. This book is now in 
of a broadspread revivafin ^ ?r°m C°aSt,to coast and has been the means 
L you start a History Cluh it, 8 t3 mus!ca* interest wherever introduced. Let us help 
rough a very successful plan which has helped others. 
prLthewabr, fco°ks ,sent Postpaid on receipt of 
1 .IT, _ ‘ W te for circulars and special quantity rates 
gHEO PRESSER COMPANY - - Philadelphia, Pa. 
A NEW VOLUME OF THE MUSICIANS LIBRARY 
ANTHOLOGY OF 
GERMAN PIANO MUSIC 
(TWO VOLUMES) 
Edited by MORITZ MOSZKOWSKI 
Vol. 1: CLASSIC COMPOSERS 
Bound in Paper, cloth back $1.50, postpaid 
In full cloth, gilt.$2.50, postpaid 
field from FV^Kme °f Tl?e Musicians Library the editor has indicated the 
H»„ pF ,tber8e-’ wh° br°ught the best traditions of Italy into Germany, 
walborn ThkT’ ? tbe5,Iassic culminated and the romantic school 
,rh‘s feat, Perl?d of, German art produced masterpieces in the 
contrapuntal styie of Bach and Handel, and in the homophonic forms of 
Si/se brinmWZtart’tV,nd ^ has. chosen wisely fromPthis, rich store¬ house, br nging together pieces of conspicuous excellence to form a collection 
of general sigmficance. As past master of the pianist’s art, Mr. MosSowski’s 
helpful editing, annotation and fingering leave nothing to be desired 
The volumes of THE MUSICIANS LIBRARY are now obtain¬ 
able on Easy Payment Plan. Write to us for particulars. 
Sixty Musical Games and Recreations 
By LAURA ROUNTREE SMITH Price, 75 cents, postpaid 
«R»^r„S S,S'£l?ae SsSiS 
■NoSHBJaNEWYORKtl 
11 11T 1J THROUGH THE PANAMA 
. Around the World canal 
\ Two Grand Cruises by Sister Ships 
' “CINCINNATL^Janua^ 1 
135 DAYS, ”$900' UP «n »« ®““ 
Newman “ \ Hamburg-American Line new york 
rZK'p^p^X' X Philadelphia Boston Baltimore Pittsburgh Chicago 
NAIAD 
vose PIANOS home free of exp. vose 6 SONS PIANO CO, 
The C. E. CONOVER CO., Mfrs 
101 Franklin St., New Yo] 
have been established 60 YEARS. 
every family in moderate circumstances_ _ „ T 
take old instruments in exchange and deliver the new mano 
Write ior Catalogue D and exolamfdons" V°Ur 
Boston. Mass. 
The .skin-softening and 
protective effects of Pond s 
Vanishing Cream, so valu¬ 
able to beautiful women, 
explain its large and grow¬ 
ing application to the deli¬ 
cate skins of children. 
Nothing is so wonderfully 
effective for chaps, wind- 
bUMoth« knows, too, there is nothing that will so surely pre¬ 
vent the dry, tight feeling which comes after washing. . 
Pond’s Vanishing Cream is convenient because ,t is im¬ 
mediately absorbed by the skin and never reappears. 
POND’S (on\pnr\y s 
Vanishing Cream 
A free samp.e tube on 
■e, enough for two weeks. 
request, or send 4c for large trial 
Made by the makers of 
POND’S EXTRACT 
the universal lotion for cuts bruises and burns-a household 
necessity in every American home. (Send 4c for trial bottle.) 
Pond’s Extract Company 
144 Hudson St., New York 
Also ■ Talcum, Cold Cream, Tooth Paste and Soap 
IVERS & POND 
PIANOS 
embody the best features 
of half a century’s ex¬ 
perience in piano build¬ 
ing—plus the latest ideas 
of the day. Over 400 
Leading Educational In¬ 
stitutions and 55,000 dis¬ 
criminating homes now 
use the Ivers & Pond. 
Our new catalogue. will 
safeguard you against 
the possibility of a piano 
disappointment, and may 
save you money, too. 
Whether you are interested in a grand, upright or 
player-piano write for it today. 
Style 705, Modified Mission Design 
HOW TO BUY 
If we have no dealer near you, weJan suPP,’y experTselectk? and guarantee 
as satisfactorily..^ frights. Liberal allowance for 
5d Attractive easy "payment plans. For catalog, pnces and 
full information, write us today. 
IVERS & POND PIANO COMPANY 
141 BOYLSTON STREET BOSTON, MASS. 
“What’s good for 
mother’s skin is 
good for baby s! 
“The Crowning Attribute of Lovely Woman is Cleanliness’ 
